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A PRS VOICED PICKUP SYSTEM 


EQ'd in Paul Reed Smith's studio and implemented by Larry Fishman and 

his engineering team, the new PRS-Voiced Fishman Sonitone Pickup 

provides players with a warm, organic tone that allows the natural sound 

of the instrument to come through. This newly-voiced pickup can be found 

in all PRS SE Series acoustic guitars, including the P20E Tonare Parlor, جح‎ 

Tonare Grand, and the A40E, A50E, and A60E Angelus Cutaway acoustics. 

“The EQ in this pickup system sounds like you mic'd the guitar, it's very БАУ 
musical” - Paul Reed Smith autre HL 
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On the run and forgot to pack your 
magazine? Spend time at the computer and want 
to scroll through at your leisure? Then download 
our PDF version of this issue today and enjoy the 
benefits of a digital edition. 

Visit х 
select this issue, then enter the code 
when you check out to get your version for free! 


Every Friday at noon, AG sends a 
special Acoustic Guitar Deal to thousands of 
guitarists like you. Recent Deals include the 
Acoustic Guitar Fingerstyle Method for 50% off 
and a $9 offer on Inside Blues Guitar. Sign up 
today so you don't miss out on a deal again. 


SPONSORED 


FINGER 
INDEPENDENCE 
AND HYBRID 
PICKING 
MASSIMO VARINI 


Hybrid picking is a great technique 


for acoustic guitar players to master 
but using both plectrum and fingers 
on your picking hand can be a 
challenge—even if you're used to 
fingerpicking. Massimo Varini, 
renowned educator, monster guitarist 
and Grammy-winner, demonstrates 
some musical hybrid picking patterns 
that will help improve accuracy, 
stamina, and dynamic control in your 


picking hand. 


"Elixir Strings bave unbeatable 
durability and an awesome sound. They 
are really comfortable and feel great to 
play. Once you try Elixir®, you cant go 
back to other strings" 

— Massimo Varini 


Learn more: 
AcousticGuitar.com/Sponsored 
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play well with 
others. 


Jontavious Willis, Artistic Director 
Fort Worden State Park, Port Townsend, WA 


: Albanie Falletta, Andrew 
Alli, Ben Hunter, Ben Turner, Briar, Carl 
Sonny Leyland, Cary Morin, Ethan 
Leinwand, Jayy Hopp, Jerron Paxton, 
Jimmy Duck Holmes, Jontavious Willis, 
Judy LaPrade, Lightnin’ Malcolm, Lightnin’ 
Wells, Maime Minch, Phil Wiggins, 
Rich DelGrosso, Rodrigo Montevanni, 
Roy Bookbinder, Sunpie Barnes, 
Valerie Turner. 


Valerie 
Turner رت‎ - — " 
: | — 
>= = 
$ ==; 
L -1 ہے ہو نے‎ 1 
l 1 1 
| | | 


CENTRUM.ORG/BLUES 


AcousticGuitar.com 9 


OMAR CRUZ 


Aoife O'Donovan 


the Appalachians but Madagascar, with its 
uncommon tuning and shifting meters. Lucky 
for all of us, Molsky explains exactly what is 
going with this piece in Woodshed. 

On a different note, I just thought of my 
first acoustic guitar, an imported dreadnought 
from a big-name maker, that I bought in the 
late 1980s for $800. (That's almost two grand 
in today's money, no small expense for a 
student earning $5 an hour at an afterschool 
job.) It was a subpar instrument, difficult to 
play and small-sounding, and not much to look 
at either. Dm often reminded about how good 
guitarists have it these days when it comes to 
gear—the fancy Luna reviewed in this issue 
being a good example. Costing less than my 
problematic dread, without even taking infla- 
tion into account, it no doubt offers so much 
more in terms of sound and playability. 

At the same time, boutigue makers like 
Preston Thompson are building what many 
guitarists, myself included, consider to be 
among the finest steel-strings ever made— 
expensive for sure, but often selling for much 
less than their vintage benchmarks. I have 
spent some time with a few Thompsons and 
can report that Emile Menasché’s glowing 
review of the D-SMA is in no way hyperbolic. 
These guitars are insanely good. 

As always, I hope that this issue will teach 
you something you didn't know—whether a 
striking chord voicing or a new tuning—and 
inspires you to start dreaming about your 
next guitar. 

—Adam Perlmutter 
Adam. Perlmutter @Stringletter.com 


THE FRONT PORCH 


I n editing a music magazine like AG, it's 
important to pay as close attention to the 
notes on the staff as to the words on the page, 
so I listen carefully, often obsessively, to the 
source materials for the songs and lessons in 
each issue. Though I have played guitar and 
transcribed music for many years, each issue's 
contents have their surprising moments that 
are hiding in plain sight. 

For instance, in Jeffrey Pepper Rodgers* 
excellent cover story/lesson feature on Joan 
Armatrading, there are a bunch of startling 
chords, especially in the figure based on 
“Steppin’ Out.” I had to listen twice to the origi- 
nal recording, but sure enough there was a 
richly voiced Amaj9 (sounding as Gmaj9, due 
to the slackened tuning) and a tense and 
complex E7b13#9 (D7b1349)—hardly what I 
would have expected to find in the context of a 
pop song with a funk feel. 

When I set out to transcribe Aoife 
O’Donovan’s “Prodigal Daughter,” which at first 
listen sounded pretty straightforward, things 
were a bit puzzling. It seemed obvious that 
O’Donovan was using a capo high up the neck 
to achieve beautiful, music-box-like effects, but 
things only clicked into place when I realized 
an important detail, that the guitarist’s sixth 
string was tuned way down, to C. 

I was similarly surprised when I heard Bruce 
Molsky’s album Everywhere You Go (reviewed in 
the previous issue), expecting to hear old-timey 
fare from the multi-instrumentalist who is cel- 
ebrated in traditional music circles, but finding 
plenty of unanticipated moments there as 
well—especially on “Iasitera," a tune not from 
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A passion for playing means that inspiration can strike anytime, anywhere. Withy ] | 
— Elixir? Strings you know that when you pick up your guitar it's going to sound! m ۱ 
=great—time and time again. That's because our featherweight coating protects 
=your strings from the elements, keeping corrosion away and allowing your toe 
=to sound great for longer, in any environment. 


Elixir Strings. Performance-ready with long-lasting tone. 


= 


GORE, GORE, Together, improving life, ELIXIR, NANOWEB, POLYWEB, OPTIWEB, GREAT TONE e LONG LIFE, “e” icon, and designs are trademarks of W. L. Gore & Associates. ©2009-2020 W. L. Gore & Associates, Inc. 


- 


Russell Champion 
Russell Houck 
Rusty Stone 
Sacha Pelletier 
Sandy Moore 
Sarah Hupcey 
Scott Wicke 
Scott Anderson 
Scott Buse 

Scott Nash 

Seth Galyean 
Shawn Lawrie 
Shirley Saegesser 
anford Crane 
anley Salmon 
ephen Dexter 
ephen Fox 
ephen Freese 
ephen Hefner 
ephen Innis 
ephen Leva 
ерһеп Long 
ephen Scott 
ephen Simpson 
eve Blake 

eve Goodchild 
eve Hendrix 
eve Hudson 
eve McCombs 
eve McNear 
eve Moresi 

eve Pittleman 
eve Wheeler 
even Clancy 
even Dosh 
even Lifson 
even Matsumoto 
even Rolig 

uart Alt 

Sue Rock 

Ted Cashion 

Ted Rhodes 

Terry Stevens 
Thomas Dobbins 
Thomas Farley 
Thomas Hirota 
Thomas Hoehner 
Thomas Knauff 
Thomas McGrath 
Thomas Nardi 
Thomas Thompson 
Thomas Underdahl Jr 
Tim Pierce 

Tim White 
Timothy Dwinal 
Timothy Eno 
Timothy Teno 

Tod Herman 

Todd C Walker 
Tom Galvin 

Tom Long 

Tom Mullane 
Uschi Schott 
Victor Edwards 
Vincent Cotter 
Vincent Dijanich 
Vincent Forlenza 
Vincent Tomasuolo 
Virginia Adams 
Vittorio Benatti 
Walter Elcock 
Walter Kuhn 
Wayne Osgood 
Wayne Riley 
Wayne Smith 
Weger C Lowell 
Wendy Drexler 
Will Blume 
William Burns 
William Cleaver 
William Finard 
William Ivey 
William R. Alppleby 
William Saegesser 
William Schultz 
William Stevens 
Winston Read 
Zane Heard 


@ о о ما ما ما ما‎ NNN N N N N N N N о о оо оо ооо 


Paul Hyder 

Paul Mercina 
Paul Mizuno 

Paul Pitcher 

Paul Range 

Paul Reber 

Paul Steinman 
Paul Stevens 

Peg Ramier 

Pete Downing 
Peter Boyle 

Peter Gilmore 
Peter Hoei 

Peter Killaby 
Peter Kinskofer 
Peter McLaughlin 
Peter Miller 

Peter Romilly 
Peter Shikany 
Philip Douglas 
Philip Thomas 
Phillip D Green 
Phillip III 

Ralph Bannister 
Ralph Cordell 
Ralph Davis 
Randall McLeod 
Randy Emerson 
Ray Shipley 
Raymond Hudson 
Raymond Hindle 
Rebecca Donatelle 
Reginald Landry 
Richard Boykin 
Richard Collier 
Richard Defendorf 
Richard E Wall 
Richard Feldman 
Richard Gariepy 
Richard Graham 
Richard Hill 
Richard Kaye 
Richard Marchetta 
Richard Millbern 
Richard Moore 
Richard Neistat 
Richard Peterson 
Richard Philyaw 
Richard Schneider 
Richard Searles 
Richard Smith 
Richard Strachan 
Richard Valls 
Richard Weinholdt 
Richard Wilhelm 
Richard Williams 
Rick Dowling 

Rick Krahn 

Rick Rubio 

Rick Warne 

Rob Hillery 

Rob Sutherland 
Rob Terry 

Rober Intagliata 
Robert Allen 
Robert Boris 
Robert Burns 
Robert Carhart Jr 
Robert Drummond 
Robert Everett 
Robert Henderson 
Robert Hicks 
Robert Kinzel 
Robert Lehman 
Robert Pike 
Robert Richard 
Robert Scully 
Robert Seipel 
Robert Siefert 
Robert W Lucas 
Robert Zawistowski 
Robin Nakkula 
Rodney Gregory 
Rodney Rich 
Roger Streeseman 
Ron Binding 
Ronald Hoffman 
Ross Pocklington 
Roy Tree 


Royce Shima 


Larry Bartasavich 
Larry Kom 

Larry McKain 
Larry Shroth 

Lars Wiinblad 
Laurence Johansen 
Lawrence Lutschak 
Lawrence Winthrop 
Lee Scullin 

Lee Voge 

Leif Kjoita 
Leonard Kovalsky 
Linda Loberg 
Linden Thoburn 
Lou Rombach 
Lou Tinaro 

Lowell C. Weger 
Lynne McWherter 
Mandy Rowden 
Marcia Spada 
Marion R Baremore 
Mark Barker 

Mark Bisesi 

Mark Branning 
Mark Cattral 

Mark Dmohowski 
Mark Gallagher 
Mark Hannum 
Mark Hugh 

Mark J. Miller 
Mark James 

Mark Mears 

Mark Prichard 
Mark Saltzman 
Mark Stevens 
Martin Dunleavy 
Martin Ratermann 
Marty Shellhammer 
Matt Broadway 
Mauro Carpita 
Melvin Birch 
Michael Brennan 
Michael Capellas 
Michael Creed 
Michael Gillette 
Michael Grimes 
Michael Henneman 
Michael Hirst 
Michael Hogan 
Michael Jones 
Michael Lynch 
Michael Marcovitz 
Michael Martin 
Michael Marx 
Michael Moore 
Michael Olsen 
Michael P 
McAleenan 
Michael Potts 
Michael Scales 
Michael Schaeffer 
Micheal O'Murchu 
Mike Gilbertson 
Mike Glaser 

Mike Housky 
Mike Lisante 

Mike Rolfe 

Mike Turner 
Milton Taylor 
Mitchell Fritz 
Moncure Lyon 

Mr. R. M. Thomas 
Muriel Palmer-Rhea 
Murray Palay 
Nancy Macfarlane 
Nelson Roberts 
Nick Bernard 
Nigel Harold 
Norbert Manz 
Norman Chee 
Odd Birger Hansen 
Owen Goldin 
Pamela Peterson 
Parke Bludon 
Patrick Crilly 
Patrick Grant 
Patrick Woster 
Paul Collette 

Paul Cowan 

Paul Hess 


Jeff McMoyler 
Jeff Parker 

Jeff Poston 
Jeffery McElroy 
Jeffrey Melvoin 
Jenna Holmen 
Jerrold Dorfman 
Jerry Becraft 
Jerry Smith 

Jim Duncan 
Jim Crotty 

Jim Diehl 

Jim Halliday 
Jim Klasen 

Jim Magill 

Jim Pagliarini 
Jim Roche 

Jim Sanor 

Jim Schroth 
Joan Krochmal 
Jody Cole 

Joe Dolan 

Joe Clay 

Joel Scanlon 
John Benas 
John Boland 
John Coffin 
John Donahue 
John Driscoll 
John Fedders 
John Ferullo 
John Fischbach 
John Frink 

John Gallagher 
John Gerlach 
John Holloway 
John Jordan 
John Kennedy 
John Lundgren 
John Markert 
John Mihalik 
John O'Brien 
John Pawlowski 
John Stubbings 
John Tossetti 
John Turocy 
John Vecchio 
John Webb 
John Wilson 
John Wittig 
John Young 
Johnny Wright 
Jon Merriman 
Joseph Guido II 
Joseph C. Tuttle 
Joseph Dufresne 
Joseph J Grell 
Joseph Kay 
Joseph Linn 
Joseph Mann 
Joseph Morris 
Joseph Otterstrom 
Joseph Sokol 
Josh Galvin 

Juli Buchanan 
Justin Griffith 
Karen Sullivan 
Kate Regis 
Keith kazuhito 
Kojima 

Kelly Thomson 
Ken Kohut 
Kenneth Abremski 
Kenneth 
Cygnarowicz 
Kenneth E Pryce 
Kenneth Petrus 
Kent Wurmnest 
Kerry Signoracci 
Kevin Benson 
Kevin McCabe 
Kevin Moran 
Kevin Patterson 
Kevin Wilkinson 
Kip Opperman 
Klaus Zibell 
Kristin Crosby 
Kyle Soldan 
Lana Landon 
Lance Hankins 


Gene Lynch 
Geoff Coates 
Geoff Heywood 
Geoffrey Dawe 
Geoffrey Goers 
Geoffrey Marlow 
Geoffrey Reynolds 
George Koinis 
George Martin 
George McElhoe 
George Schwartz 
George Wara 
Gerald Mitchell 
Gerry Armstrong 
Giacomo Ceccone 
Gil & Judy Gillivan 
Gil Bateman 
Gilbert LeDuc 
Gilbert Taylor 
Giovanni Calzoni 
Glen Guldbeck 
Glen McCarthy 
Glenn Nedwin 
Glenn Tamanaha 
Grace Terry 
Graeme Walker 
Greg Leal 
Gregory Cox 
Gregory Maclachlan 
Gregory Taylor 
Gryf Werning 
Gunnar Yttri 

Guy Carlsen 
Guy Smith 

Hal King 

Hal Chapman 
Hal Cunningham 
Harold Wright 
Harris Marley 
Harry Chiesi 
Harry Guffee 
Harvey Kivel 
Hedy B Kramer 
Henry Alba 
Herbert Walters 
Homer Cook 
Hunter Heath 

livi Rauna 

Irwin Oler 

JE (Ted) Dobson 
Jack Blake 

Jack Hueter 
Jack Norby 

Jack Schultz 
Jacob Faulk 
Jaime Garamella 
Jalaine Madura 
James Malcolm 
James Barker 
James Blackadar 
James Botsford 
James Burke 
James Crawford 
James E McHie Jr 
James Florczak 
James Heup 
James Kachik 
James Klein 
James Morgan 
James Pearson 
James Pennington 
James Petersen 
James Reynolds 
James Robb 
James Scarazzo 
James Singleton 
James Sorrell 
James Stevens 
James Turner 
James Williams 
Jamey Hampton 
Jamie Etherington 
Jane Howard 
Janie Seat 

Jason Langer 
Jay Hirabayashi 
Jay Shapiro 

JD Carroll 

Jean Frost 

Jeff Jewitt 

Jeff Jones 


David Lewis 


David Magellan 
Horth 

David Pier 

David Priestley 
David Rice 

David Rosenberg 
David Shaw 
David Stalknecht 
David Sultzbaugh 
David Terry 
David Wenrich 
David Williams 
David Zimmerman 
David Zucker 
Dean Brown 
Dean Clarke 
Dean Howard 
Dean Kotchka 
Dean Steinman 
Dean Vogel 
Dean Vogel 
Debbie Horowitz 
Denis Gately 
Dennis Landon 
Dennis Milligan 
Dennis Thornes 
Denny Knight 
Diana Pash 
Diane Boykin 
Dominic Young-On 
Don Dominguez 
Don Henry 

Don Holdridge 
Don Marrah 

Don Meyers 

Don Myers 

Don Scardino 
Donald Hanslovan 
Donald Kanke 
Donald Mares 
Donald Rai 
Donald Reynolds 
Doug Smyth 
Doug Anderson 
Doug Garey 
Doug McCall 
Douglas Anderton 
Douglas Bassett 
Douglas Broadie 
Douglas Holder 
Dr Andrew 
Crowden 

Dr Jeff Simpson 
Drew Gruenburg 
Drew Turock 
Duane Nelsen 
Ed Petitt 

Edward Bechtel 
Edward Goldman 
Edward Kickham 
Edward Koval 
Edward Kryshak 
Edward Monnier 
Edward Mulhern 
Edward Phifer 
Edwin Frownfelter 
Edwin Krebs 
Efram Fuller 
Eliezer Diaz 

Ellen Pryor 
Elome Harris 
Emerson Barron 
Eric Erb 

Eric Meyer 

Eric Ramsey 

Erik Addington 
Eyvind Elgesem 
Frances Lee 
Frank Aneas Jr. 
Frank Ellias 
Frank Jakob 
Frank Rand 

Fred Matt 
Frederick Williams 
Garfield D James 
Gary Fossaceca 
Gary Glaser 
Gary Kitchin 
Gary Rosen 
Gary Smith 


AG COMMUNITY 


Benjamin Ealovega 
Benjamin 
Greenbowe 
Bernard Leclerc 
Bernard Talbot 
Bill Pramuk 

Bill Wicheta 

Bob Tellier 

Bob Ligocki 

Bob Strini 

Brad Gross 
Brant Weatherford 
Brent Haviland 
Brian DeWeirdt 
Brian Fullington 
Brian Hayes 
Brian Hicks 

Brian Junker 
Brian Makare 
Brian Oliver 

Brian Pateman 
Brian Troy 

Bruce Allen 
Bruce Delphia 
Bruce Donehower 
Bruce Fleissig 
Bruce Heffner 
Bruce Robbins 
Bryan Milner 

Bud Bacon 
Buddy Ratner 
Buz Roberts 

CD Smith 

Carl Halladay 
Carmen Loberg 
Carol Phillips 
Carrol Estep 
Cath Hudson 
Charles Parks 
Charles Robertson 
Chris Landry 
Chris McKillop 
Chris Paul 

Chris Pottner 
Chris Whelan 
Christoph Remmert 
Christopher Gentry 
Christopher 
Peacock 
Christopher Pitney 
Christopher Wilczak 
Chuck Schroeder 
Ciaran Bailey 
Clancy Kelly 
Clancy Woolf 
Colin Swift 
Constance Sorrell 
Cox Gregory 
Craig Clemmer 
Craig Hendrix 
Craig McIntyre 
Craig Zeller 
Crystal Gaynor 
Cyndi Campbell 
Dan McGovern 
Dan Reese 

Dan Tappan 
Dana Higgs 
Daniel Cole 
Daniel Johnson 
Daniel Kasaboski 
Daniel Prairie 
Daniel Ratchford 
Dann Swallow 
Darrell Griffin 
Darrell Shoop 
Darren Berry 
Daryl Mabley 
Davad Cain 

Dave Luukkonen 
Dave Rounsaville 
David Borbas 
David Campbell 
David Chapman 
David Culwell 
David Fitzpatrick 
David Goodrow 
David Hamilton 
David Hicks 
David Hopper 
David Keeler 


OUR TEAM 


Lyzy Lusterman 
Publisher 


David A. 
Lusterman 
Editorial Director 


Adam Perlmutter 
Editor 


Kevin Owens 
Managing Editor 
Blair Jackson 
Senior Editor 


Greg Olwell 
Editor at Large 


Jeffrey Pepper 
Rodgers 
Editor at Large 


Kate Koenig 
Music Proofreader 


Joey Lusterman 
Creative Director 


Bill Evans 
Art Director 


Stephanie Powell 
Digital Content 
Director 


Nick Grizzle 
Digital Content 
Manager 


Anita Evans 
Chief Operations 
Officer 


Amy-lynn Fischer 
Group Sales 
Manager 


Ref Sanchez 
Sales Manager 


Tanya Gonzalez 
Marketing Services 
Manager 


Geneva 
Thompson 
Marketing 
Coordinator 


Gaby Garcia 
Customer Service 
Representative 


Tom Ferruggia 
Single Copy Sales 
Consultant 


OUR 
SUSTAINING 
SUBSCRIBERS 


Aaron Miller 
Adrian Pollock 
Alan Polansky 
Alasdair MacDonald 
Albert Bush 
Albert Holt 

Alec Cathey 
Alex Cuningham 
Alex Horne 
Alexander Holmes 
Alexander 
Nuntapreda 
Alicia Rosti 

Allan Sibley 
Allen Roehl 
Alston Lambert 
Amanda David 
Andre Hodlewsky 
Andre Marinoff 
Andrew Crooks 
Andrew Petrie 
Andy Jurik 
Anthony Brozena 
Anthony Pleva 
Anthony Ruiz 
Ava Lent 

Ava Lent 

Barry Dutton 
Barry Pietersen 
Barry Stokes 
Bart Williams 


12 May/June 2022 


Music Instruments & Pro Audio 


The best place to buy acoustic guitars. 


(800) 222-4700 
Sweetwater.com/GuitarGallery/ 


FAST, FREE SHIPPING 


Even on the small stuff "y 
| Taylor Ц Fender Martin 
DE hdi American Acoustasonic GPC-13E Road Series 
ہہ‎ WARRANTY? | Acoustic-electric Guitar Jazzmaster Acoustic-electric Guitar 
814۷ | У Acoustic-electric Guitar GPC13ERS 


Total Confidence Coverage!M Warranty 
й ASJazzN 
*Restrictions may apply. Please visit 
Sweetwater.com/warranty for complete details. 


Choose Your Instrument by Serial Number 


We offer thousands 
of high-quality 
images of guitars 
for you to choose 
from. 


We check your 
instrument from 
top to bottom 
before it's shipped 
| to you. 


From Fender 

and Fodera to 

Ernie Ball Music Man 
and Lakland, we 
carry instruments 
from over 40 brands. 


Gyan Riley 


ROBIN HANLEY 


point I realized that I wanted to revel in in 
those moments. 


When did you decide to try something different? 
I was writing a piece for my album Sprig 
[2018] when I realized that there were two or 
three measures I really liked, so I decided to 
scrap everything else, take those two or three 
measures, make them the backbone of the 
entire tune, and not worry about whether it 
was pretty enough or well-conceived enough or 
whatever. It felt good. 


What did you get from your time at the 
conservatory? 

The first four years were all about classical 
music, technique, and theory. For my graduate 
studies, I focused on composition and improvi- 
sation with Dušan Bogdanovié. He was a good 
role model for me and for the transition I made 
into being a composer and improviser. 


SETUP 


GUITAR TALK ` = ü 


—— 


Kaleidoscope Ears 


Gyan Riley and his unique conception of the nylon-string guitar 


outing, Silver Lining. It all began two decades 
ago with Food for the Bearded. 


You've had a lifetime’s worth of adventures 
since you released Food for the Bearded 

in 2002. 

I listened to that record again recently, and it 
was like reliving an old dream—extremely 
familiar, but in a bizarre, far-off way. 


You had just finished at the San Francisco 
Conservatory of Music when that came 
out, right? 

I was actually in my last year at the conserva- 
tory, and I was thinking more like a “contempo- 
rary classical guitar composer”— I’d spend 
three hours on one measure of music. 


Was that satisfying? [Laughter] 
I enjoyed it, but I’d often be disappointed 
that the moment didn’t last longer. At some 
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yan Riley’s big ears and deep skills have 

taken him from solo shows to classical 
ensembles like the Falla Guitar Trio to the knot- 
tier terrain of electric-guitar quartet Dither, as 
well as to sensitive but highly interactive duos 
with guzheng virtuoso Wu Fei and violinist 
Timba Harris. Riley’s wide-ranging credits also 
include gorgeous work with Pakistani vocalist 
Атоо} Aftab, violinist Iva Bittová, composer- 
clarinetist Evan Ziporyn, and a handful of 
collaborations with John Zorn; two gems are 
2020’s Virtue, with guitarists Julian Lage and 
Bill Frisell, and 2018’s Chesed, one volume of 
the 11-disc The Book Beri'ah, also with Lage. 
Through the years, the Northern California 
native has also led his own trio and appeared 
on several releases with his father, esteemed 
composer Terry Riley, including Live (2011) 
and Way Out Yonder (2018). The latest of the 
younger Riley’s six albums are Shelter in 
Space, released in 2020, and last year’s solo 
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How did The Book Ber'iah connection come 
to be? 

I was already a big fan of the Masada reper- 
toire, so when John Zorn asked me and Julian 
[Lage] to do Chesed, it was a huge thrill because 
Га heard that music being interpreted in so 
many different ways. 


How much work went into those 
arrangements? 

A lot. We definitely rehearsed more than we did 
for the trio album with Bill [Frisell]. 


What goes through your mind as you embark 
on an adventure like that? 
We just sat down and started reading through 
the charts. Julian and I didn’t know much about 
each other, so we were starting from scratch. It 
was probably better that way. 


It was a thrill to listen to Virtue and be able to 
hear each of you so clearly. 

I was focused on trying to get through every- 
thing the best I could, but when we listened back 
after a take of the first tune, it sounded incred- 
ible. It was unlike anything we'd heard before. 


You’ve also come out with not one, but two 
albums during the pandemic. 

I was sitting on this booklet of ideas, so I went 
through all the snippets and made Shelter in 
Space. Besides the one solo track, almost every 
tune has a different lineup. It was a fun album 
to make. 


Who are the mentors to whom you dedicated 
Silver Lining? 

The title track is dedicated to Bogdanović; a 
suite of three pieces is dedicated to David 
Tanenbaum, my other teacher at the conserva- 
tory; and I dedicated “The Old Castle" to John 
Zorn. “Kaleidoscope" is for my dad, and 
“Cyclone" is dedicated to [Italian classical 
guitarist] Aniello Desiderio. I wrote “Some- 
times You Go Back for More" for Kenton 
Youngstrom, who’s in the Falla Guitar Trio 
with me and Dušan. 


You're all over the map. Do you feel like you 
pick up something from each experience? 

I wouldn't do it otherwise! I take on projects 
because I know ГЇЇ get something out of them; I 
know I'm going to learn a lot, and I know 'm 
going to enjoy the collaboration. 


What would you say to a classically trained 
guitarist who's struggling to improvise? 

Do it every day. Hopefully, that'll make you 
want to do it more. And the more you do it, the 
better you get. АС 
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and Гуе tried various configurations, and to 
my ears, this is what sounds the best. 


Have you done any film scoring? 

I did some work for Hemingway, as well as 
another Ken Burns documentary that's not out 
yet. The only other film project Гуе worked on 
was Francois Girard’s Hochelaga: Land of Souls, 
which I co-scored with my dad. 


| watched videos of shows you did with your 
dad years ago, and you seem so much more 
confident onstage with him these days. 

Many people assume I must have studied with 
my dad, but because I was a guitar player, he 
sent me off for lessons, which was great. I was 
almost 20 years old when he first asked me to 
play in the band he had at the time. 


How did your conservatory training jibe with 
his setlist-free aesthetic? 

It was fun, but I had very little improvisational 
experience, so it was terrifying when he’d play 
something Га never heard before. When you have 


“Ву doing more 
improvisation and 
making it part of my 
practice, I became 
more confident, and I 
became my own artist 
- GYAN RILEY 


very few parameters—no set, no key, no plan— 
theoretically, you can do anything, but the subtext 
is, Just don’t play the wrong thing.” [Laughter] 


How did you work it out? 

By doing more improvisation and making it 
part of my practice, I became more confident, 
and I became my own artist. By the time we 
were performing as a duo, he trusted me to 
contribute whatever I felt. Eventually, we got to 
a place where we could create collectively 
improvised pieces instead of just playing music 
of his, which was constantly evolving and I had 
sort of learned. 


How did being around Indian music affect 
you as an acoustic guitarist? 

Having grown up hearing a lot of Indian music 
but not formally studying it, I have to say that it 
taught me to not rush the development of an 
idea, to let things organically develop over time. 
In the Indian music tradition my dad studied, 
sometimes there are 20 minutes of just letting 
things unfold. That really sunk in for me. 


Do you compose mainly on guitar? 
Yes. Ideas usually start in my head, and then I 
sing them into a device or jot them down. 


What are your main instruments these days? 
A classical guitar made by Paul Jacobson in 
1998, with a cedar top and Indian rosewood 
back and sides, and another, which I’ve been 
playing more recently, built by Robert and 
Orville Milburn the same year. That one has a 
spruce top and rosewood back and sides. Both 
guitars have a 650mm scale length and are 
strung with Savarez Alliance high-tension 
strings. I use BlueChip TP40 picks, too. 


What is your history with those guitars? 
Around 2010, I was composing a big new 
piece for guitar, and I was finding my then- 
current instrument really cumbersome for 
some things. It was holding me back. I was 
living in Oakland, and one day I just kind of 
freaked out and got in the car and drove to 
L.A. because I knew there was a really great 
classical guitar dealer there. I spent six hours 
in the shop playing dozens of instruments, 
and then I found this one [the Jacobson], 
which totally blew everything else out of the 
water. It felt good, and it had this amazing, 
almost piano-like quality to it. All the strings 
and notes sustained evenly, which is unusual 
for a classical guitar. So it was really obvious, 
like, “Oh yeah. This one. ГЇЇ take it.” I acquired 
the Milburn guitar much earlier, as part of the 
prize in the 1999 Portland International 
Guitar Competition. 


It's surprising to hear that you use a pick on 

a classical guitar. 

Yes, the BlueChip is the only one I’ve found 
that has a really smooth sound on nylon 
strings. For 20 years I only played finger- 
style, including on electric guitar. In order to 
simulate a flatpicking sound when needed, I 
developed an alternate picking technique 
using my index finger, which is incidentally 
featured in my “Etude 4.” However, the tone 
was not always strong enough, so I began 
learning to flatpick so I could get a bit more 
punch when needed. I’m glad I did and I’m 
happy to have found a pick type that provides 
a nice tone. 


I noticed that you have recording credits for 
at least one of your albums. Do you have a 
particular setup that works best for you? 
After asking engineers that I respect—and 
years of experimenting—T've found that I 
like the sound of an AKG C414 and a 
Neumann KM 184, recorded in stereo. I’ve 
tried a pair of one and a pair of the other, 
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Joan Armatrading 


Inside the unorthodox 
acoustic style of 
Joan Armatrading 


lots of things—the bass part, the keyboard bit, some 
strings, what kind of percussive sound it should be,” says 
Armatrading. “I’m trying to play all those things at once, 
so my style is quite aggressive.” 

While generations of fans have felt the power of Arma- 
trading’s guitar work, both acoustic and electric, the 
mechanics of how she plays have not been well documented 
or widely understood. So in this lesson I take a deep dive 
into her acoustic style, using a series of examples inspired 
by some of her best songs. And Armatrading herself, by way 
of a Zoom interview from her home in England, shares 
observations about her guitar craft—and the songwriting 
that ultimately drives it. 

In 2014-15, Armatrading undertook what she 
announced as her last major world tour, and while in 
California she visited Acoustic Guitar to record a video 
session performing three classic songs: “Down to Zero,” 
“Steppin’ Out,” and “Love and Affection.” Excerpts from 
that session are transcribed below, and on page 56 you can 
find the complete words and music to “Love and Affection.” 
Be sure to check out the videos on AcousticGuitar.com for 
an up-close look at Armatrading solo, coaxing a band’s 
worth of sound out of her guitar. 


FINDING HER GROOVE 

Armatrading was born on the island of Saint Kitts, in the 
West Indies, but moved to Birmingham, England, at age 
seven. After delving into piano, guitar, and songwriting as a 
teenager, she made her entrée into a performing arts career 
in 1970, when she was cast in a touring production of Hair. 
Not only did she love singing and playing guitar in the show, 
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BY JEFFREY PEPPER RODGERS 


hen Joan Armatrading picked up her first 

guitar from a pawnshop at age 14, she did not 

follow the typical route of learning the hits of 
the day—or taking any lessons at all. “That’s never been my 
way,” she says. “I would try and do my own songs. So I 
would make up riffs, and in terms of a chord, you can just 
play two notes on the guitar and make a nice sound even if 
you don’t know what that is.” 

That find-your-own-way approach, perhaps, gave the 
budding songwriter a head start toward developing a 
sound of her own—as Armatrading certainly did, tapping 
into the harmonies and grooves of folk, rock, R&B, 
jazz, and reggae. From her 1970s breakthrough ballad 
“Love and Affection” to ’80s pop anthems like “Drop the 
Pilot” and “Me Myself I,” and onward through her latest 
release, Consequences, Armatrading has followed her own 
path for 50 years. Along the way she’s become one of the 
most revered songwriters of her generation, particularly in 
the UK, with a stack of awards including a CBE (Com- 
mander of the Order of the British Empire) for her contri- 
butions to music, charity, and equal rights. 

Armatrading considers herself a songwriter first, and her 
tough yet tender vocals and emotionally incisive lyrics take 
center stage. But one of the not-so-secret powers behind her 
music is her instantly identifiable acoustic guitar—at turns 
delicate, jazzy, fierce, and funky. In the realm of pop/rock, 
the acoustic is often assigned the limited role of accompany- 
ing soft ballads, but in Armatrading’s hands, the instrument 
has no boundaries. 

“The reason I think my acoustic style developed in the 
way that it did was because when I write, I tend to hear 
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but she connected with fellow cast member 
Pam Nestor, who became co-writer for the 
songs on Armatrading’s first album, Whatever’s 
for Us, released in 1972. 

A folky production based around acoustic 
guitar and piano, Armatrading's debut deliv- 
ered strong songs like the title track and 
“City Girl.” But it was on her self-titled 
album from 1976 that she fully hit her stride 
as a songwriter and guitarist—and scored 
her first hit, with the 12-string-powered 
“Love and Affection." 

By that time, too, Armatrading had 
discovered Ovation guitars, which have 
remained core instruments for her ever since. 
When she was guitar shopping circa 1975, a 
music store clerk suggested she check out 
these unigue bowl-backed guitars, and she 
was thrilled to find that their integrated, 
plug-and-play amplification systems allevi- 
ated her frustrations with the crude clip-on 
acoustic pickups she'd been using. “I tried it 
and thought, this is perfect," she recalls. “No 
more rummaging around onstage because the 
pickup has fallen off or something. And I 
liked the tone as well." 

Early on, Armatrading began to experi- 
ment with dropping standard tuning a whole 
step to D (D GC FAD). While some guitar- 
ists use low tunings to better match their 
vocal range, the primary draw for Armatrad- 
ing is the tone. “It sounds really good," she 
says. “I mean, not every song is going to want 
that tone, or not every song that’s played on 
the guitar wants that register.” 

“Down to Zero,” which kicks off the Joan 
Armatrading album, is one of several songs in 
this lesson that uses the D-to-D tuning, which 
gives the guitar a looser, huskier sound. 
Example 1 shows the intro rhythm pattern as 
she played it in her AG video, strumming her 
Ovation Custom Legend in 3/4 time. Use basic 
first-position chord shapes except for the 
Fmaj7#11 in bars 5-7, which you form by 
holding the bottom of an F barre but leaving 
the top strings open—a shape she uses in differ- 
ent positions in “Love and Affection” and many 
other songs. Maintain down-up strumming on 
the eighth notes throughout; at the end of 
measure 4, play an up-strum arpeggio that 
lands on the open sixth string on beat 4, 
leading to the F chord in the next measure. 

While many players would take open 
chord shapes like these and capo up to play 
in other keys, Armatrading never does that. 
Why not use a capo? “I can’t do it,” she says. 
“T get confused. I think, ‘I don’t know what 
I’m doing here. I’m just playing an E in 
another place. Why don’t I just play the B 
instead?” What she describes as a sort of 
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JAZZING UP THE CHORDS 

Armatrading's songs tap into a much wider 
vocabulary than basic cowboy chords or power 
chords. She has a special fondness for extended 
chords—major and minor sevenths, ninths, 
11ths, 13ths, and more—that she traces back to 
the early and indirect influence of her father. 

“You know, my father had a guitar that he 
wouldn't let me play," she recalls. “The song 
that I heard him play was ‘Blue Moon,’ and 
it's very jazzy. So I think that's where the 
jazzy chords come from. He didn't show me 
how to play any of those chords, but I loved 
the sound of them." 

One song that exemplifies how Armatrading 
uses these types of extended chords is “Kissin’ 
and a Huggin’,” from Show Some Emotion, which 
she has often cited as her favorite song to play. 
It’s almost three songs in one, each with its own 
feel. Try the driving main-chord riff in Example 
6a, based on the E7#9—commonly called the 
Hendrix chord because of its appearance in 
“Purple Haze,” but Armatrading’s frequent use of 
this shape makes a strong case for calling it the 
Armatrading chord. At the end of the second 
measure, play a quick Am11 to G#7b5 before 
looping back up to E7#9. The rhythm notated 


six-string or 12-, acoustic or electric, low-tuned 
or standard. Songs she plays on 12-string, such 
as “Love and Affection,” “Let It Last,” and 
“Promise Land,” wouldn’t be the same on a six- 


string. “You need that sound, really,” she says. 
“You need that jangly thing going.” 

She associates songs with specific guitars in 
her collection, too. On her most recent album 
spotlighting acoustic guitar, 2018’s Not Too Far 
Away, and in concerts promoting the release, 
she played her Martin 00 and dreadnought 
guitars (see “What She Plays” on page 22), 
which she says have a tighter feel very different 
from her “laid back” Ovations. 

Example 5 is based on the intro to “I Like It 
When We’re Together,” the opening track on 
Not Too Far Away, played on a low-tuned 
Martin. Play fingerstyle, picking the notes in 
each chord simultaneously with your thumb 
and fingers, and add a light slap with your 
picking fingers on beat 4. At the end of the 
intro, add one beat (see the change to 5/4) 
before resuming in 4/4 in the verse. Continuing 
in the song, she switches to strumming for the 
chorus. Her guitar arrangements often use 
these kinds of textural changes to create con- 
trast from section to section. 


JOAN ARMATRADING 


limitation turns out to be a strength, because 
instead of using a capo to transpose the same 
shapes, she’s developed the facility to travel 
all around the fretboard. 

“Mama Mercy,” from 1977’s Show Some 
Emotion, is one example of how Armatrading 
creates propulsive acoustic rhythms with up- 
the-neck shapes, again on a low-tuned guitar. 
Example 2 shows the type of rhythm used 
during the first part of the verse. Play sliding 
power chords up the neck—think the Kinks’ 
“You Really Got Me” unplugged—with a spiky 
rhythm pattern that leaves beat 4 open (with a 
full band, the drummer hits the snare in that 
spot). Notice also the two-beat measures (bars 
2 and 9) that break up the 4/4 meter and add 
further momentum. 


OPEN TUNINGS 

While Armatrading generally sticks with stan- 
dard tuning, she does have some notable open- 
tuned songs, especially on her early albums. 
One is “City Girl,” from her debut, which is 
played in open D (D A D F# A D) with an 
opening riff similar to Example 3. Pick a bass 
line by sliding on the fifth string up to the fifth 
fret in the first measure, and then follow with a 
walk-up to the A chord. 

During her last world tour, Armatrading 
played “City Girl” on her Line 6 Variax elec- 
tric guitar, which simulates different tunings 
as well as guitar types (acoustics, electrics, 
even 12-strings) through digital modeling. 
So while the strings of the solid-body Variax 
physically remain in standard tuning, in “City 
Girl” the output sounds as an acoustic in 
open D. 

Another open-D gem from Armatrading’s 
repertoire is “Woncha Come On Home,” from 
Show Some Emotion, a haunting song about 
loneliness mixed with paranoia. As shown in 
Example 4, play fingerstyle, picking melodies 
on both the upper and lower strings. On the 
record, Armatrading adds a touch of African 
thumb piano to the guitar arrangement. 


INSTRUMENTAL CHOICES 
For Armatrading, the song dictates the instru- 
mentation and arrangement, and her job is to 
follow. As she puts it, “The song is king or 
queen, whatever you want to say. The song will 
tell you what key it wants to be in, the tempo it 
wants, whether it wants to be rhythmic, 
whether it wants to be on the guitar or piano. 
Гуе written songs that really, if I was sensible, I 
wouldn’t have written it in that key, but the 
song says, ‘This is the key that I need to be in.’ 
So that’s the key it stays in.” 

Within her guitar repertoire, the song also 
suggests the type of instrument or setup: 
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13th. I don't want to play like that. That's 
boring. To me, that's not musical, because 
music is all about feel and expression.” 

Interestingly, she also does not use these 
more sophisticated harmonies in the initial 
stages of songwriting. “When I'm writing, the 
start of the song is always a basic chord—E, E 
G, D, A, B, C, that's it,” she says. “You don't 
need anything else. Once Гуе written the 
song, then ГЇЇ start to put the advanced 
chords on if it needs it. If it doesn't need it, 
you obviously don't do it." 

The title track from Show Some Emotion is 
another classic song that uses some jazz 
harmony and feel without really sounding 
like jazz. In the first measure of Example 7, 
play the speedy A minor pentatonic riff that 
carries the verses. Vintage live clips show 
Armatrading casually ripping through this 
riff—on a 12-string, no less— while singing. 
No easy feat. 

Then the chorus of “Show Some Emotion" 
modulates to A major and goes into a string 
of minor seventh, ninth, sixth, and dimin- 
ished chords, as in measures 2-9. Between 
the D6 and A7, play guick natural harmonics 
at the 12th fret on the top two strings to 
suggest a passing E chord. (This is a touch I 
noticed in live footage.) 


STEPPIN’ OUT 

Along with her powerful rhythm, Armatrading is 
an adept lead player—though audiences may 
not always realize it. “Т mean, Гуе been onstage 
with an electric guitar and playing a solo," she 
says with a chuckle, “and the audience is looking 
at the other guitarist who's in the band." 

Freguently, Armatrading is her own band. 
On her last six albums, going back to Lovers 
Speak in 2003, she has played nearly all the 
instruments (guitars, bass, keyboards, pro- 
grammed drums, and so on), layering and engi- 
neering the tracks in her own studio, called 
Bumpkin Studios. 

Even when she's performing solo with 
guitar, Armatrading likes to incorporate instru- 
mental breaks. One example is the solo version 
of “Steppin’ Out” recorded in her AG video. The 
song is mostly a two-chord jam, going between 
the I and IV (E and A shapes, tuned down a 
step), with a few guick touches of the V (B). 
She starts in open position but soon jumps up 
to the fifth and 12th frets for variety. And then 
she cuts loose in a full-blown instrumental, 
moving around the neck and toying with the 
tonality with major, seventh, minor, and 7#9 
voicings of E. 

An excerpt from her solo is shown in 
Example 8. Start with E and A7 up at the 
12th fret, and add rock-style (up and down) 


electric guitar and saxophone solos; performing 
by herself, Armatrading solos over her own pre- 
recorded rhythm. 

Armatrading is generally conversant with 
the make-up of extended chords but careful 
not to get bogged down in theory. “I can name 
chords, and I try to know what it is more by 
the chord shape that I’m playing,” she says. 
“But I don’t really want to be playing and 
thinking, I am doing a ninth or a flattened 


JOEL ANDERSON 


JOAN ARMATRADING 


here is closer to recent solo performances by 
Armatrading than to the original recording. 
From that main riff, though, “Kissin’ and a 
Huggin"" makes a sudden transition into 
a much more relaxed chorus (not shown) based 
on strumming straight major and minor chords. 
And then comes the instrumental section, 
which has a light jazz feel. Example 6b shows 
the chord progression: E789-A7-Gmaj7- 
Cmaj7-C13-B7»13. The original record has 


WHAT SHE PLAYS 


Joan Armatrading has been playing Ovation guitars since the mid-1970s, 
and two of her current companions onstage are a six-string Custom 
Legend and a 12-string Legend. Among her other acoustics are two 
Martins, a DCPA4 cutaway dreadnought and a smaller-bodied 00-28. Live, 
she sometimes uses a Boss chorus pedal with her acoustics but otherwise 


goes direct into the mixer. 


Her main electric guitar for performing is a Line 6 Variax, which uses 
digital modeling to create a wide range of instrument types and tunings. She 
runs the Variax through a Line 6 HX Stomp amp and effects processor, and 


has no amps onstage. 


Armatrading's six- and 12-string acoustics are set up with D'Addario 
phosphor bronze extra-light strings (.010-.047). On electric, she uses 
D'Addario EXL110 nickel-wound regular lights (.010-.046). For flatpicks, she 
uses a .73mm Dunlop, and she's a big fan of Roadie automatic tuners for 
keeping her guitars and basses in tune. —JPR 
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ON THE PATH 

While Armatrading, at 71, has retired from 
extended touring, that doesn't mean she's 
hanging up her hat as a musician. Writing songs, 
she says, is “as natural as breathing really. I think 
this is what I was born to do. It's something I 
have to do, and I know ГЇЇ never stop doing it.” 

And for all she's accomplished over 50 years 
and more than 20 studio albums, she still feels 
the simple drive to get better on the guitar. 

“I find it quite a difficult instrument to play, 
and Im still learning,” she reflects. “I know Pm 
good, but I think I could be better, so I try all 
the time to get better at it—just to get the 
chords that I want quicker and cleaner, and play 
better solos . . . Just understanding the guitar 
more. It's a lovely instrument to play, and when 
you get some measure of control over it, it's 


such a great feeling." АС 


One of Armatrading’s most arresting guitar 
moments on record is the intro to “Like Fire,” 
from Show Some Emotion. In Example 9, 
again in the low tuning, open with a bluesy 
passage played mostly around the fifth fret. 
The harmony is ambiguous here, with hints of 
A minor and D but no obvious root chord. In 
measure 3, though, kick into the song's sly, 
funky primary groove in E, as used in the 
verse. Notice how the repeating riff goes for 
six beats, so it starts at the beginning of 
measure 3, in the middle of measure 4, and 
again on the downbeat in measure 6. 

In measures 7 and 8, slide a minor 11th 
shape from C# down to the B, and then wrap up 
the intro with a real stretch, a 749 with a fourth- 
finger barre on the top two strings, climbing 
from A back up to B. Armatrading takes these 
kinds of finger-buster chord moves in stride. 


JOAN ARMATRADING 


vibrato on the A7, which is easier with the 
low tuning. Then head down to the seventh 
and sixth frets in measure 2, followed by a 
single-note line in measure 3. Along the way, 
spice up the harmony with touches of Amaj9 
(measure 2) and E7b13%9. Throughout the 
solo, Armatrading plays hard, with plenty of 
additional percussion and open strings. As 
you work through the example, focus more on 
the overall feel than on re-creating every 
scratch and note. 

“You have to naturally keep the rhythm 
going," she says when I ask how she approaches 
an improv section like this. “And when you're in 
the feel, then it'll happen, won't it? Pm trying 
not to analyze how I’m playing it or work out 
beforehand what the little bits will be. I just 
play it and hope that it works, because I can’t 
spend my time trying to second-guess myself.” 


Tuning: DGCFAD 
Example 9 (a la “Like Fire”) 
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CELEBRATING 75 YEARS 
FOREVER THE VOICE 
OF THE GUITAR. 
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ANA VIDOVIC'S LIVE AND VIRTUAL RECITALS HAVE MADE HER 
ONE OF THE CLASSICAL GUITAR'S BRIGHTEST STARS 


solo recitals and concerto appearances with orches- 
tras have taken her across America and Europe and 
to Asia, South America, and Australia. She has 
developed a loyal international audience, which 
was her ultimate goal. 

Performing for an audience is the gold standard 
for Vidovic. Consequently, she prefers releasing live 
concert videos rather than studio albums. “I made 
the decision to focus on playing live and making 
videos," she says. "Tve always felt that people like 
the visual aspect of a performance. The guitarists 
in the audience like to see a performer's hands to 
study what they are doing. So I feel videos are 
more appealing." 

Vidovic grew up in a musical family in Karlovac, 
Croatia, the youngest of three children. Her father 
was a musician in his younger days, and her broth- 
ers, Silvije and Viktor, are a pianist and guitarist, 
respectively. Viktor began tutoring Ana on the guitar 
when she was five years old. She proved to be a 
prodigy and a natural performer and made her 
stage debut at eight, pursuing further study in 
Zagreb at the National Musical Academy with 
István Romer. He urged Vidovic when she was just 
13 to enter a guitar competition in Bath, England. 
It was the first of several international competi- 
tions she would win. At 20, she was invited by 
Manuel Barrueco to study with him at the Peabody 
Institute in Baltimore, Maryland. After earning her 
artist diploma, she made Baltimore her home and 
from there, launched her career. 
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BY MARK SMALL 


he Buggles song "Video Killed the Radio 

Star" was the first music video to air when 

MTV launched in 1981. Twenty-five years 
later, after Ana Vidovic's first posting on YouTube, 
video gave life to her career as a classical star. 
YouTube was a new phenomenon then, after 
coming online in December of 2005. Vidovic got 
into the mix early, posting her first video in 2006, 
a stunning performance of the piece for which she 
is now best known, "Asturias" by Isaac Albéniz. 
Since then, her commercially produced concert 
videos, as well as fan-circulated videos from her 
live shows, have become ubiquitous on YouTube. 
Collectively, they have garnered millions of views 
and fueled Vidovic's rise as one of the world's most 
popular classical guitarists. A YouTube video 
excerpted from a 2015 concert featuring another 
rendition of "Asturias" has surpassed 39 million 
views on its own. 

*Without YouTube, it would have been very dif- 
ficult for me," Vidovic explains in a phone conver- 
sation. ^I began my career in the States when 
YouTube was just getting started. It was good 
timing for me. Sometimes a little bit of luck helps 
things fall into place." 

Vidovic capitalized on the visibility gained at a 
time when there were many fewer videos on 
YouTube and built career momentum. The guitar- 
ist's virtuosic and heartfelt playing and engaging 
stage presence consistently draw crowds to her live 
shows. Over the past two decades, bookings for 
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PANDEMIC LESSONS 

The abrupt halt to live concerts caused by the 
Covid pandemic affected all touring artists. 
“When this all started in 2020, I was caught off 
guard,” Vidovic says. “One by one my concerts 
were being canceled, and it took time to make 
peace with that. I ended up spending a lot of 
time that year with my family in Croatia. That 
was a fortunate thing, because I don't usually 
have time to do that. While I was there, I met 
my new niece. I realized that the most impor- 
tant thing in one's life is family.” 

Vidovic did give a handful of virtual con- 
certs—some with only a film crew in atten- 
dance. Slowly, presenters began booking 
concerts for small audiences. She played one 
such concert hosted by the Omni Foundation 
at St. Mark's Church in San Francisco in 
March of 2021 and toured a little in the fall. 
“It was great to be back onstage and connect 


‘Playing is my 
passion and also 
my job, so I have 


to merge both! 
-ANA VIDOVOIC 


with the people," she says. “I didn't realize 
how much Га missed it. Things are kind of 
up and down now, but I am just trying to 
adjust and work on music.” 

Vidovic is among a small number of classi- 
cal guitarists making a living solely as a full- 
time performer. She has found that in some 
years there are more dates on the calendar 
than others but is steadfast on her chosen 
path. “A few years ago I thought about looking 
for a steady university teaching job," she says. 
“Then I felt I had to remain committed to per- 
forming 100 percent; there is a lot of prepara- 
tion and dedication that goes into it because 
every performance is important. I felt I should 
wait. One day when I am traveling less, I 
would love to teach. Then I would focus on 
that. I think it's difficult to do both.” 


ART OVER COMMERCE 

Today, many artists in most genres seek to tap 
multiple revenue streams through social media 
or membership platforms such as Patreon to earn 
income from those who support their work. 
Many sell T-shirts, hats, CDs, DVDs, and more 
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fingering patterns using the right hand alone دہ‎ 
open strings. “I work on different right-hand 
fingerings: i and m, m and a, i and a,” she 
states. “Sometimes I practice slurs. I also play 
the first and third Villa-Lobos etudes for about 
20 minutes. A good hour passes just doing these 
things and then I go into my pieces. I usually 
stick with the same routine. 

“T will do an hour, then take a break for 
15-20 minutes and then start again," Vidovic 
continues. “Sometimes it’s hard to stop, 
though. You can get into the zone and go for 
hours, but that’s not good for your hands. I 
recommend breaks for the mind as well as the 
body. When we practice, we should be at 
peace. Since we do this every day, we can’t let 
it become stressful. Practicing in a relaxed way 
is as important as being relaxed when perform- 
ing. I focus on details and know what gives me 
trouble and go to those places. We can get the 
misconception that we have to practice for 
eight hours a day, but it’s more about what we 
do than the number of hours spent. You learn 
to not waste time.” 

Onstage, memory and concentration are 
important factors for every performer. “You 
have to stay focused and put yourself in a zone 
where you don’t think about anything else,” 
Vidovic says. “If you have prepared in every 
way you can, when you are onstage you are 
just going with the music. It’s almost like you 
are out of your body and are sitting in the 
audience listening and seeing what they are 
seeing. For me, it is a completely peaceful 
place. I don’t feel any fear. At a certain point 
you merge with your music. You are being 
yourself, 100 percent honest about who you 
are. It is a very special feeling.” 


FUTURE GOALS 

Vidovic was working on an all-Bach album 
before the pandemic. It’s noteworthy that even 
though she has released six albums, she is not a 
fan of playing in an empty studio. “Recording in 
the studio just didn’t come naturally to me,” she 
says. “I can’t do something I am not passionate 
about, and I’ve never felt that way about record- 
ing. I do think recording is important though. 
Imagine if we didn’t have Segovia’s recordings? 
So, this doesn’t mean I won’t make new record- 
ings in the future. I’d like to release the Bach 
album. There were a lot of people involved in 
working on it. I want to make more videos too. 
Despite everything going on in the world, I 
want to stay with what I love doing. I am trying 
to take things a day at a time; it’s difficult to 
plan anything. Life is very fragile and unpredict- 
able. A lesson I’ve learned is that we don’t have 
control over everything, so we have to be happy 
with what we have.” AG 
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be honest with the listeners. It is like offering a 
part of yourself. I work hard and practice a lot. It 
is important for me to always get better and offer 
something new and interesting.” 


PRACTICE HABITS 
Seeing Vidovic onstage, it’s apparent that she 
works hard on her instrument and has learned 
to practice effectively to achieve amazing 
results. She notes that playing slowly and 
focusing on difficult passages rather than 
playing at tempo through whole pieces is most 
beneficial. “Slow practice is very helpful,” she 
says. “I can’t play fast if I don’t play slowly and 
cleanly. This gives me a chance to get back to 
basics and make sure I am doing everything 
correctly. When I am going over fast passages in 
a piece, I play them slowly. Practicing fast 
doesn’t do anything for me anymore. I used to 
do it, but it’s not efficient because if you play 
fast you can’t always hear things like buzzes or 
mistakes. Slow practice forces you to listen 
more attentively.” 

Vidovic’s daily routine includes at least 30 
minutes of scales. She also works through 


from their websites and after shows for addi- 
tional income. Vidovic relies on relationships 
rather than entrepreneurship. She has allied 
with a small number of companies, including 
Siccas Guitars, Tonebase, the Omni Foundation, 
and others to produce her concert videos and 
online educational sessions. She has cultivated 
lasting relationships with these entities and is 
careful not to release too many videos. 

“Things are different than they were 30 
years ago,” she opines. “YouTube is huge now 
and there are so many videos. There are many 
great young players out there now and they 
have to find their way. Performers have to do 
what they have to do. To me, though, the art— 
the music—comes first. 

“Of course, I need to make a living like every- 
one else, but I am not interested in selling things,” 
she continues. “Playing is my passion and also my 
job, so I have to merge both. I don’t want to forget 
how I got to be where I am and that the audience 
is very important to me. I worked hard to build up 
an audience and they have supported me for 
many years. I can’t just see this as a material 
thing. I have to perform at the highest level and 


WHAT SHE PLAYS 


Ana Vidovic’s main guitar was built in 2010 by Australian luthier Jim Redgate. 
The instrument has a cedar top with lattice bracing, and back and sides made 
of Brazilian pardo rosewood. Its scale length is 650mm and its nut width is 
52mm. Vidovic uses D’Addario J46 Pro-Arté normal tension strings. 
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Bob Taylor, Richard Hoover, and Dana Bourgeois 
reflect on 50 years of guitar making 


BY EMILE MENASCHÉ 


Look back to the beginning of your respective 
careers and try to imagine what your younger selves 
would make of the acoustic guitar industry as a 
whole today—and your own evolution. What would 
have surprised your younger self the most? 

Bob Taylor: What would have surprised me is that m 
still making guitars [laughs]. I built my first guitar at 
16, so that's a hard question to answer because I was 
just trying to figure out how to put in a fret! I don't 
have anything that the young Bob Taylor would want 
to ask the old, wise Bob Taylor, except, “How do you 
put in a fret?" 


Dana, what about you? 

Dana Bourgeois: Well, same thing. First, Pd be pretty 
surprised to learn that people would pay more than about 
$400 or $500 for a guitar—even taking inflation into 
account. The value of guitars seems to have shot up. We 
sell an average guitar for what we used to pay for a car 
back in those days—kind of crazy. 


Richard Hoover: When we started Santa Cruz Guitar 
Company, I was 25. And from that perspective, as a young 
man, I pretty much thought practice was for people who 
weren't as smart as me, that I could pick it up right away. 
I thought I knew a whole lot more than I do now. 


Bourgeois: I bet you had the same experience—that it 
was actually pretty easy. Back in the ’70s, you could make 
at least a marginal living [repairing or building guitars] 
while doing what would be considered pretty mediocre 
work these days. 


T he world was a very different place when Bob 
Taylor, Richard Hoover, and Dana Bourgeois 
began building guitars. “It was the 1970s,” recalls 
the Maine-based Bourgeois, who started with his father’s 
tools long before co-founding Schoenberg Guitars in 1986 
and opening his eponymous shop in 1992. “There was no 
internet, no guitar schools, no decent how-to books, 
no luthier schools, and no local luthier organizations.” 

What there was in abundance, however, was demand. 
The 1960s had made the guitar into a pop-culture phe- 
nomenon. But by the following decade, major American 
makers were struggling. Many players considered the 
instruments coming from the established factories to be 
inferior to those they made decades before. Based largely 
on American classics, imports had been improving in both 
quality and reputation while remaining more affordable 
than domestic brands. 

Playing techniques were evolving too, fueling a 
demand for instruments with faster necks, better intona- 
tion, and onboard electronics. Rough terrain for the major 
manufacturers proved to be fertile ground for young 
builders like Bourgeois, Taylor (founded 1974), and 
Hoover (who started the Santa Cruz Guitar Company in 
1976), among others. 

I caught up with all three luthiers via Zoom, with 
Taylor and Bourgeois on the same call. And although 
Hoover’s interview occurred a few days later, the conver- 
sation dovetailed almost seamlessly with his colleagues. 
The result is a virtual roundtable highlighting both con- 
trasts and shared experiences. Taken from more than two 
hours of conversation, the following has been edited for 
clarity and brevity. 


Bob Taylor/Taylor Guitars (top row) 
Dana Bourgeois/Bourgeois Guitars (middle row) 


Richard Hoover/Santa Cruz Guitar Company (bottom row) 
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COURTESY OF BOURGEOIS GUITARS 


voiced more like an OM. It played with a more 
balanced EQ and therefore had more definition 
and separation of notes. It was a real tough sell 
at the time because it didn't have that boomy, 
powerful bass that people look for in a dread- 
nought. But the more sophisticated players real- 
ized the advantages of it. So that was the guitar 
I thought the whole world would embrace. We 
could foist our values on everybody else! 


It's interesting that Dana and Richard 

were inspired by the tone of the traditional 
dreadnought in different ways. Bob, did you 
also have a tone in mind? 

Taylor: Dana's original story is that he wanted 
to make a guitar that sounded like that Martin. 
My original story is I wanted to make a guitar 
that played like that Eko Ranger. Sound wasn't 
in my eguation. 

By the time I got my first Martin, I had 
already built three guitars, using the Irving 
Sloane classical book to make steel-strings that 
were like high-school-kid projects. I went into 
a store and saw this beautiful Martin. I 
couldn't imagine building something that was 
made that well. I sold my motorcycle and 
bought that guitar for $450. I wanted to make a 
guitar that played like that Eko Ranger but that 
was as clean and well-crafted as the Martin. 


Building guitars for yourself is one thing. 
Turning it into a business with a line of 


opportunity to acguire a really beat-up 1963 
Martin D-28. I worked putting it back together, 
asking more experienced people for advice on 
how to do it. It was just head and shoulders 
above anything Га ever played or imagined. 
And I just wanted to build guitars that sounded 
like that. I built a few more guitars that didn't 
sound like that, and it's been a guest ever since. 


Hoover: When I started out, the only body shape 
for a guy was a dreadnought. We'd been condi- 
tioned for that by our guitar heroes: When you 
got to a certain point, you got the big one; 
you got the real guitar, a dreadnought. But it had 
its limitations. It was built for volume, built to be 
the rhythm in a band. It was the drums. 

When guitarists like Dan Crary, Norman 
Blake, Doc Watson, and Tony Rice started 
playing single-note lines, they brought the 
dreadnought forward and started taking over 
the fiddle leads. But the instrument was bass 
heavy, a little woofy and tubby. It really didn't 
present their work in the best light. 

Also, we had the phenomenon of new acous- 
tic music. People were playing really compli- 
cated sophisticated arrangements and using 
open tunings. They needed subtlety and better 
separation of notes to present their work. And 
the [traditional] dreadnought was not the 
instrument for that. 

Our first guitar was very much a Trojan 
horse. It looked like a dreadnought but was 
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Dana Bourgeois 


Was there a specific instrument that 
inspired you? 

Taylor: I was listening to people like Gordon 
Lightfoot, Peter, Paul and Mary, and Neil Young 
playing 12-string, so I wanted a 12-string 
guitar. I saw an imported guitar, an Eko 
Ranger, at a local store. This thing had a thick 
polyester finish on it. I didn't know that was 
bad. It had a Fender-style bolted-on neck; ۹ 
never seen a Fender, so I didn't know what 
Fender-style was at the time. But it was really 
easy to play; the neck was skinny and the 
strings were low. It cost $179. I couldn't afford 
that. But I had already won the industrial arts 
exposition in California twice for metalworking 
in junior high school. I could make things. So I 
thought, “Well, Tl just make one in wood shop.” 


Bourgeois: For me, I was browsing around in a 
bookstore and I ran into Irving Sloane's Classical 
Guitar Construction. This was in 1973 or '74. My 
dad was an amateur woodworker and my grand- 
father was a machinist. I had always been around 
tools but never had any interest in using them. 
But I did play the guitar, and looking through this 
book I thought, “Gee, that might be fun. I bet I 
could make this thing with some help." 

The book turned out to be horrendous in a 
lot of ways as a how-to book! But I got through 
it and made a few classical guitars. Then Sloane 
came out with a book on steel-strings, which is 
what I always wanted to build. I had the 
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Advertising in a mass-circulation magazine 
was beyond our budget. 

The boutique concept was not even fully 
formed yet. We were really pioneering a way of 
building that our customer base wasn’t used to. 
We made a couple of guitars for players like 
Tony Rice and Eric Clapton. So people started 
calling me asking for a guitar just like we made 
for Tony. And my answer at the time was, “Oh, 
sorry, we're a custom shop. That was a one-off— 
what would you like for your own guitar?" 

People would say “Thank you very much," 
and hang up. Eventually I realized if we made 
a guitar based on the one we did custom for 
Tony Rice, people looking for that sound 
would buy it. And that was a good lesson in 
marketing. But we also learned that if we 
made the same models as bigger competitors, 
customers wouldn't be able to distinguish 
between them or be willing to pay our higher 
prices without testing them. 

Today our catalog doesn't have a list of 
models. We list body shapes of basic custom 
instruments and a menu of accoutrements you 
can add to that. So our prices start for a basic 
custom guitar and people fill in the gaps. And 
now we're in our ideal spot. 


Taylor: Consistency was hit or miss [at first]. 
John Carruthers, the repairman at Westwood 
Music, taught me a little bit about refretting. 
Then I met Jean Larrirvée and we became 
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bad. And that's how I learned my guitars were 
easy to play: because players told me. 


Bourgeois: My association with Eric Schoen- 
berg and C.F. Martin & Co., during my tenure 
as co-founder of Schoenberg Guitars, opened a 
lot of doors in the public recognition arena, 
eventually allowing me to head off on my 
own. During my tenure with Bourgeois 
Guitars, my associations with guitarist Bryan 
Sutton and multi-instrumentalist Ricky Skaggs 


probably brought the most public awareness of 
my guitars. 


Hoover: At Santa Cruz, we started out as 
custom builders, making guitars-to-order for 
individuals. And over the years, because of 
the vagaries of the market and the demand, 
we were forced into making standard models 
as a mode of survival. Before the internet, we 
could only sell guitars to the people that 
we'd influenced personally—local people. 


consistent models is something else. How 
did that evolve? 

Taylor: I had a job at a shop called American 
Dream. The guitars the guy made were crude, 
but they had kind of a unigue sound. He 
showed me a few things, and we were up and 
running with Taylor guitars. People would pick 
them up and go, “Wow, this thing plays great. I 
like that it's not too bassy." 

Finally, the day came when we approached 
some dealers. Well, that was scary. We went 
up to Los Angeles with a trunk full of guitars. 
McCabe's Guitar Shop, which is still around, 
liked that the sound was treble-forward. 
“Could we give it more? I want the sound to 
cut through.” I’m like, “Yeah, OK.” I’m 21 
years old. I don’t know how to make a guitar 
that has more treble! 

Then we found Westwood Music, owned 
by Fred Walecki, a cool guy famous with 
the Laurel Canyon scene of the time. He 
would give a guitar to Glenn Frey or Jackson 
Browne or whomever and be like, “Just make 
me some weekly payments." He was like their 
angel investor. 

Fred liked my guitars, started buying them, 
and sold them to people like J.D. Souther, 
David Crosby, Neil Young, and the Little River 
Band. They bought my guitars because they 
liked how they played. Most of them were electric 
players who found [traditional] acoustic necks 
too clubby, the action too high, the intonation 


now, there just wouldn't be enough spruce for us 
to make our guitars. 


If you're focused on a more traditional 

kind of build, like that D-28 sound Dana 
mentioned earlier, are those woods hard to 
acquire nowadays? 

Bourgeois: Brazilian rosewood can be. But we 
build 400 guitars a year. It would take us more 
than two years to build what Bob does in a day. 
We're willing to pay a pretty dollar for good- 
guality materials. And so far, we haven't had a 
materials problem. We have longstanding rela- 
tionships with suppliers and oftentimes materi- 
als find us through those contacts. 

But materials have changed. Though it used 
to be commonplace, old-growth wood is 
exceedingly difficult to come by. New species of 
wood are constantly being introduced. Back in 
the day, for example, all Martin guitars were 
made of red spruce, Brazilian rosewood, 
mahogany, and ebony. We now keep stocks of 
over 40 wood species. 


Hoover: Back before there were supply 
houses for luthiers, it was a lot of work to 
get our materials and develop relationships. 
But now we get the benefit from that. In 
several cases, we're on the third generation 
of families that sell us our tonewoods. 
They're about sustainability and the environ- 
ment for practical reasons. The value of that 


them there's no guarantee that the customer 
will do the same. 


Speaking of wood, is it more challenging 

to get your preferred materials now than in 
the past? 

Hoover: Bob's needs for materials is really dif- 
ferent from ours. 


Taylor: They and I do a different thing. They 
build fewer guitars, and every one of them is a 
bench-made guitar. We make 1,000 guitars a 
day. Let that sink in for a second. You can go 
right past that. But that's 20,000 fret slots a day. 


Your fretting elbow must really shot, Bob! 
Taylor: Oh my gosh: It takes me all the way till 
noon just to fret those thousand guitars [laughs]. 

But when we're talking about materials, 
and specifically wood, with our volume, it 
takes a lot of different kinds of woods just to 
get the job done. We've had to look at new 
legal sources for wood and even start plant- 
ing trees and thinking about the future. 
We've been using urban wood from city 
streets. [See "Taylor Guitars Discovers a New 
Sustainable Tonewood in Its Own Backyard" 
at AcousticGuitar.com.] 

We also rely on a lot of tops that are not 
spruce. We make koa tops; we're starting to 
make ash tops; and we make mahogany, walnut, 
maple, and cedar tops. And without that right 
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Bob Taylor 


friends. They helped me get the whole guitar 
together—with a great fretboard, using the 
right fretwire—and the guitars started 
holding up [over time], though not perfectly. 

Early on, you'd send a guitar to Japan, go 
there two years later, pick that guitar up and 
look down the neck, and you're like, “Oh, my 
God, it's so warped! How are we gonna fix 
this?" And Dana will probably corroborate, but 
there is no magic turning point. It's a game of 
inches. It's death by 1,000 paper cuts. 


Bourgeois: Agreed. One thing we have on our 
side these days is that the dealers know more 
about climate control. Back in the day, no one 
knew anything about it. When I started out, I 
didn't build very many guitars. I made my 
living as a repairman. So I learned the hard 
way what can happen to a guitar. And I prob- 
ably bought a lot more wood than I was able to 
use. I was always building a guitar, selling it, 
building another one, kind of slowly. But if you 
sit on wood for a long time, it acclimates. Here 
in Maine, we have cold, dry winters and very 
humid summers. So the wood is exposed to a 
bit of everything. 

Like Bob, I learned the hard way what 
can go wrong just by not paying attention or 
by not understanding moisture levels and 
wood and climate control. But these days 
we're shipping guitars all around the world. 
And no matter how well you take care of 
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because of our status in the marketplace 
today, we have credibility. We couldn't have 
done this earlier. 

Koa is a great example. We started building 
with koa in the mid-'70s and nobody knew 
what it was. It was a really, really hard sell. It 
took conversations with Chris Martin and Bob 
Taylor for them to give it a try. And when they 
introduced it, all of a sudden it became OK [in 
the wider market], and then we're off and 
running with it. 

Im always looking for woods that are sus- 
tainable, maybe more domestic, so we don't 
have to go through as much shipping and 
things like that. And part of that practice is to 
educate people in the value of woods like 
walnut, which is a beautiful tonewood, but 
there's not much history to convince people of 
that until we put it in a really nice guitar. 


Bourgeois: So, my whole philosophy of sound 
is if you have a building style—and ГЇЇ bet Bob 
and Richard agree with this after all the wood 
experimentation they've done—if you build it 
right, the guitar sounds more like the wood 
than anything else. 


How much have the customers—players or 
collectors—influenced your designs? 
Bourgeois: Quite a bit. I’ve always believed 
that the value of a guitar lies in the way it 
sounds in the hands of a good player. I’ve 
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make a guitar. Yes, there’s potential here. 
Next: Can you buy it? What if we can’t get 
enough? So I might buy a year or two years’ 
worth of this stuff before I ever introduce it. 
Then I tell whoever is cutting it to stop cutting. 
“You have to wait for me to get back to you 
because I have to find out if I can sell it!” It 
then can take two years before we figure out if 
we can sell it. Another example: the Urban Ash 
model took three years to develop. 


Richard, you mentioned the different need 
for materials between you and companies 
like Taylor. Yet you also have been using 
nontraditional woods. 

Hoover: It can be practical. And sometimes, 
a spiritual practice, too. The guitar can be a 
vehicle. We’ve got a message to give, and part 
of that message is environmental responsibil- 
ity. When we introduce a wood that is more 
sustainable and has less impact on a tropical 
environment, that’s a good thing. And 


is incalculable. That is personal friendships, 
long history, trust. 

Another part of that is I don’t hesitate to 
tell people where get I wood. If I turn them on 
to somebody like Bob, that can change their 
life—and they’re not going to sell the materi- 
als to Taylor at my exclusion. They’re going to 
make sure I get what I need out of gratitude 
for helping their business. Do right by others, 
they'll do right by you. 

So our sourcing of materials is more at the 
top of the food chain, rather than the bottom. 
Just take as an example buying walnut or 
redwood: I can put out $5,000 or $10,000 at 
a time. Maybe ten percent is suitable for our 
guitars, but we can sell the rest and end up 
with a great deal on the wood that we got. 

There've been lots of challenges and envi- 
ronmental regulations and so forth over time, 
but they're all surmountable. Sometimes it's 
just administrative drudgery. But for hard-to- 
get materials like Brazilian rosewood or koa, 
we're really well connected on those. 


Still, we've seen more and more acoustic 
guitars featuring nontraditional tonewoods. 
Is that challenging? 

Taylor: For us, it's a long, arduous process. It 
can take three to five years. I can go to when 
we decided to explore Tasmanian blackwood, 
a cousin to koa. The first question is: Does it 
make a guitar? So you get one piece of it. You 
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simply produce an exact copy of a vintage 
guitar and expect it to do all those things. 
Someone once said, “My hearing hardware 
has constantly degraded, but my software is 
constantly upgrading." As you learn to listen 
you become aware of greater subtleties. Lately 
Гуе started correlating resonance imaging with 
what I’m hearing from finished guitars and by 
tapping tops. The resonance image produced in 
my head is nowhere near as detailed as images 
produced from sophisticated software, but it's 
nice to learn that it’s usually roughly accurate. 


Taylor: Sometimes people ask me, “How 
many machines do you want?” As many as I 
can possibly afford! We’re living in this micro- 
manufacturing age that is magic—so much dif- 
ferent than any age that came before us. When 
CNC came around to me, the only people using 
them were heavy industry—aerospace, auto- 
motive, those kinds of companies. 


Bourgeois: And now you can buy one at 
Woodworker’s Warehouse. 


Taylor: I embraced everything I could to 
improve the process—I developed it, I invented 
it, I thunk [sic] about it nonstop—because 
guitars do not have a very well-developed pro- 
cedure for making them, compared to anything 
else that you can just go to Target and buy. If 
you can develop a machine, for example, that 


process excellence are things I can never get 
away from. I realized that I stumbled across a 
second flavor. I refined that and thought holisti- 
cally about the whole package. We were among 
the first after Takamine to use electronics, and 
to this day, we kind of rule that roost. 

But I have to say that with [master guitar 
designer and owning partner] Andy Powers 
working at Taylor, we have as good a player as 
there is and as good a guitar maker as there is, 
and he’s improving the sound of Taylor guitars. 


Bourgeois [to Taylor]: You found a great guy. 
By the way, I knew Andy before he worked for 
you, and I’ve always been impressed with both 
his building and his playing. 

Bob is right in that no matter what direction 
you push the sound, some players are gonna 
love it; some players aren’t. It’s impossible to 
reach this ideal that everyone is going to want. 


How big of a role does technology play in 
today’s guitar building? 

Bourgeois: Across the industry, building tech- 
niques have changed. Almost nothing is made 
the way guitars were constructed in the 
mid-19th-century. Philosophies have certainly 
changed. Guitars have to play in tune now! 
They have to be built lightly enough to 
respond freely yet also withstand moving from 
one environment to another. And they have to 
sound broken-in out of the box. You can’t 


Richard Hoover 


always tried to get guitars in the hands of the 
best players I have access to and to listen to 
their feedback, even if it’s painful—which it 
often was in the earlier days. 


Hoover: There’s nothing like having built 
guitars out of different woods, observing them 
and what’s different about them, but a good 
shortcut for readers is the internet Wood 
Database [wood-database.com]. You can look 
up most every wood and get accurate informa- 
tion on its workability. Does it crack or warp? 
Is it hard? And you can actually predetermine 
what tone to expect out of it on the scale of 
bright to dark. 


Taylor: Once we started making good-sounding 
guitars, I never felt the need to be working on 
getting the next better-sounding guitar that 
would make this or that player raise his or her 
hand: It might make another player take their 
hand down. 

Гуе always thought of my craft, my art, as a 
business—with business goals. When I started 
hiring people, one of my major goals became to 
not only make good guitars but to bring the 
company to a point where someone could come 
and work here and have a career. Right now, I’m 
proud to say our company is 100-percent 
employee-owned and we have legitimate careers. 

I was driven by a natural inclination to 
tweak the process. Operational excellence and 
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Bourgeois: Today, Pd advise a young builder to 
go to a guitar school. There are a couple of 
good ones out there. Then spend some time 
working with an established builder, whether it 
be a small shop or in a factory. If you can, 
there's an opportunity to learn an awful lot in a 
fairly short amount of time. Bob, you've always 
had an open door. Гуе heard quite a few say, “I 
got a great tour of the Taylor shop. And he 
showed me around back, shared data.. .” 


Taylor: We have taken different paths in a busi- 
ness sense, but we haven't taken different paths 
in our love of building a guitar and wanting to 
tweak it, and then wanting to brag about it with 
each other. And we share ideas. But with Dana 
and Richard, there's a lot of them in the instru- 
ments. And mine is a lot more like a process 
where we all come together, we build a factory, 
and we fill the factory with trained people who 
understand our process and want to make 
careers here together. But I like factory guitars. 
In fact, the most valuable guitars that you could 
go out and buy are [vintage] factory guitars 
with brand names on them. 


Hoover: We have had this compound interest of 
goodwill with the rest of the guitar-making 
community and our customers going on five 
decades now—of people sharing information 
with us. And we get better and better and better 
at what we do. АС 
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as well start out with that premise, and share 
openly with other people, because the return on 
that's incalculable. 


Bourgeois: Earlier we were talking about the 
whole lutherie culture—how we learned, how 
things have changed. There was a really big 
turning point that gave us young upstarts a 
big boost. And that was when we all got to 
know each other. This was probably more in 
the '80s. We spent the '70s and the early part 


of the '80s just learning our craft. There was 
no internet back then, there were no luthier 
conventions, and the guitar books were not 
very good. But once a lot of us got together 
and started talking shop, sharing our experi- 
ences, and admiring each others work... 
man, this industry took off! 


Taylor: And thank you [former С.Е Martin & Co. 
fixture] Dick Boak and Martin for organizing the 
Association of Stringed Instrument Artisans. 


bends sides both faster and better, it kills two 
birds with one stone. 


Hoover: The large percentage of instruments 
are made by a formula of dimensions. You 
make the top this thick, the sides this thick, 
you shape the braces like this, and you're 
going to get an instrument. When it sounds 
good enough to write a song and change the 
world, that's great. 

But if you want the guitar that you'll keep 
forever, that can be done by design, and you 
don't have to wait until the guitar is done to 
see what you get. Instead of making the instru- 
ment by a formula of dimensions, you make it 
by building everything to the proper freguen- 
cies, like you've made a chord on a piano. 

Each guitar you make is going to have that 
great guality of sound, while controlling the 
shape of the neck, the string spacing, the cos- 
metics, and the type of wood. That's where a 
serious custom builder can do the service for 
you, create an instrument that would take 
blind luck to find in a store. Very few people 
are willing to do this kind of work because it is 
really hard to manage. But we have had a lot 
of practice, and we're good at it. 


How would you advise a young builder today? 
Hoover: One of the things that I learned from 
my mentors very early on is that there are really 
no secrets in acoustic guitar building. You might 
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introduce yourself to the leader. Let them 
know if its your first jam. This is a great time 
to ask guestions like: “Where do you want me 
to sit?" “Is it okay to play my mandolin/elec- 
tric bass/harmonica?" “I know this is an old- 
time jam—is it kosher to sing a Dolly Parton 
song?” “Do people usually use chord charts/ 
lyrics/lead sheets?” 


The best jams are full of friendly people 
who want to encourage other musicians. The 
basics of fitting in well involve common cour- 
tesy and thoughtfulness. 

It’s important to be a good listener first 
and a good player second. Let yourself be 
guided by what’s going on around you— 
especially by players who are leaders in the 
group. Notice whether others sing along on 
the verses or just on the choruses. Do people 
play or sing harmonies? How many verses 


Kick Out the Jams 


BY JUDY MINOT 


Every jam is different. Most jams are 
organized around a style of music or a 
concept: bluegrass, Gypsy jazz, song swap, 
etc. There are guitar-only jams, and those 
with a variety of instruments. Some jams are 
instrumental, others are mostly songs, or they 
may fall somewhere in between. 

Hopefully you’ve picked a jam based on a 
style you enjoy playing. While you’re brushing 
up the music you know in that style, it’s good to 
prepare one tune or song in case you're asked 
to lead. Don’t worry if you can only play slowly 
or imperfectly. It’s more important to be able to 
play in rhythm so others can play along. If you 
don’t feel ready to lead, that’s fine. 


Walking into your first jam can be 
daunting. Give yourself a mental pat on the 
back for bravery. Try to show up a bit early and 


f you’re used to playing alone on your 

couch, it’s time you get out there and join 
a jam session. Jams offer a low-stress, non- 
performance environment where you can get 
comfortable learning to work with a group. 
When you play in a jam you can relax, 
because your mistakes, flubs, and imperfec- 
tions really don’t matter. 

In a jam session you get to hang out with 
other musicians—often really good ones. At 
the same time, you can build useful skills like 
providing support for singers, adjusting your 
timing and rhythm to other players, watching 
for and giving musical signals, starting and 
ending tunes, and taking breaks or solos. 
You’ll meet people who may become good 
friends, playing buddies, or musical mentors. 
You'll certainly learn new music. You may even 
get gigs, because good jammers often make 
great bandmates. 

Sound inviting? Here’s how to get started. 
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Many jams have a mailing list, website, or 
social media page. These are great resources 
for sharing music, ideas, and recordings, or 
just chatting with the members. If you're still 
having trouble getting started, try taking 
part in a weekend or weeklong music camp. 
Many offer sessions for beginning jammers. 
Above all, find a way to go forth and jam— 
you'll be glad you did! 


Judy Minot is the author of Best Practice: 
Inspiration and Ideas for Traditional Musicians. 
judyminot.com/bestpractice 


notes on tunes or ideas to work on, or a list of 
other jams you didn't know about. You might 
also feel kind of overwhelmed by all the stuff 
you didn't know. That's pretty normal. And 
having new things to learn is, after all, a good 
problem to have. 

It's possible you had a bad experience— 
perhaps someone made you feel unwelcome or 
clueless. Don't let this ruin jamming for you. If 
you followed good etiquette and were reason- 
ably thoughtful, it's probably not about you. 
You can try again, or just find another jam. 
There are plenty of them out there. 
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are in a typical song? How is it decided who 
will lead the next tune? 

Think about blending, rather than shining. 
You'll quickly see that a jam is very different 
from a performance. Supporting others so 
that they sound good will make you welcome 
in the group. Good song choices are often the 
ones that allow for participation. A song 
where everyone can join in on the chorus, 
learn the chord progression quickly, or take a 
solo or break will be a bigger hit than one 
that’s complex and obscure, no matter how 
flawlessly played. 

You can learn a lot by observing other 
players. Choose the best rhythm player in the 
room. Watch their chord hand, but also their 
strumming hand. What rhythm patterns are 
they using? How loud is it? When do they 
change it? Listen for the way they provide a 
foundation for the group, not just with unusual 
chording, but with strong, reliable rhythm. 


When you play ina 
jam you can relax, 
because your 
mistakes, flubs, and 
imperfections really 
don’t matter. 


Beginning jammers often have questions 
about taking breaks or solos. There are many 
ways to organize breaks in a jam, so go ahead 
and ask. In some jams the leader walks 
through where the breaks will be before start- 
ing the song. Musicians may be signaled with 
eye contact, or called out by name or instru- 
ment. Some groups take turns around the 
circle. If you don’t yet feel comfortable calling 
breaks, someone may offer to do it for you. 

Another thing you can learn by observing is 
how to support a singer. Your job is to make 
anyone who’s singing sound their best. You may 
notice that the better musicians in the jam help 
the singers by giving obvious cues, and by 
playing more quietly under the vocals. Many 
singers aren’t good at projecting their voices. 
On top of that, guitar sound projects outward 
more than up, so backup players often don’t 
realize how loud they’re playing. 


Hopefully you'll go home glowing, with 
an invitation to come back. You may have 
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THE BASICS 


3, fret 1, gets you a D major chord. If you place 
your second and third fingers at fret 2 of strings 
3 and 5, you'll have a colorful-sounding 
Gadd9/B chord, as opposed to the basic open 
G. And moving your second finger over to string 
4, fret 2, makes for an A11, rather than the 
regular open A7. Get to know these chord 
shapes well before moving on. 


PLAY SOME FINGERPICKING 

PATTERNS 
For the rest of this lesson, you'll work on some 
simple fingerpicking patterns, sounding the 
bottom strings with your thumb and the upper 
strings with your index and middle fingers. 
Based on a D chord, Example 2 is built from 
an alternating bass line on strings 6 and 4, 
with a higher bluesy hammer-on, from the 


Open D Minor Blues 


Try this simple approach for breaking out of standard tuning 


generally make greater use of the open strings 
than in standard tuning. In this lesson, ГЇЇ 
show you how fun and satisfying it can be to 
play in open D minor. 

To get started, lower string 6 a whole step, 
to D, and drop strings 3, 2, and 1 a step as 
well, to Е A, and D, respectively. Use an elec- 
tronic tuner if needed. It might take a little 
while to get your guitar perfectly in tune in 
open D minor, but the end result is worth the 
effort when you hear that big Dm chord that 
the open strings form. 


LEARN A FEW CHORDS 

The beauty of open tunings is that they 
allow you to play a bunch of chords using just 
one or two fingers. In open D minor, for 
instance, as shown in Example 1, playing string 


BY MARY FLOWER 


THE PROBLEM: 


You’ve heard of open tunings, but aren’t sure 
how they work or what can be beneficial about 
using them. 


THE SOLUTION: 


Get a taste of these tunings by lowering your 
strings to open D minor, then playing a 
handful of chord shapes and applying them to 
a bluesy etude. 


GET INTO THE TUNING 

Open D minor was used to excellent 
effect by one of my guitar heroes, the great 
bluesman Skip James, who created some 
beautiful, mournful music in this tuning. Like 
many open tunings, D minor can make things 
easier on the fretting fingers, as you can 
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PLAY A BLUESY ETUDE 

Now put everything together in a 16-bar 
study I call “Open D Minor Blues” (Example 6), 
which is actually in the key of D major. The 
second ending adds some new materials based 
on the previous concepts—in bar 10 there is a 
new octave position, on strings 4 and 6, and in 
bar 11 you'll find sixths on strings 3 and 5, but 
this time minor, not major. 

Of course, this lesson has barely scratched 
the surface of what is possible in open 
tunings. 'd encourage you to explore D minor 
on your own; while you're at it, tune your 
third string up a half step, to F#, and you'll be 
in open D major. Whether you've only been 
playing guitar for a short time or are more 
experienced on the instrument, experiment- 
ing with tunings like these can help expand 
your musical horizons. 


Mary Flower is an award-winning guitarist, 
touring artist, and teacher based in Portland, 
Oregon. maryflower.com 
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that they allow 
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flatted third (F) to the major third (F#), on 
beats 2 and 4. To do these hammer-ons, pick 
the open third string, and use a hammering 
motion with your fretting finger to sound the 
F# at the first fret without picking it. 

For the G chord (Example 3), place your third 
finger on the second string (instead of the third 
string, as in Ex. 1), for G7/B. The alternating bass 
line is maintained here, but the melody is more 
syncopated, with the notes falling on the “ands” of 
the beats. Since open D minor tuning has several 
pairs of octaves between the open strings 1 and 4, 
2 and 5, and 4 and 6, you can create cool riffs 
involving parallel strings, as depicted in Example 
4. Play the upper and lower notes with your 
second and third fingers, respectively. 

Based on an A7 chord, Example 5 demon- 
strates a similar idea to Ex. 4, but instead of 
octaves uses major sixths on strings 1 and 3. [If 
you find terms like flatted third, major third, 
and major sixths intimidating, not to worry. You 
don’t need to know any theory to play through 
this lesson. —Ed. ] 
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The world's first smart audio instru- 
i us a guitar, Bluetooth 
speaker, sound card, and onboard ef- 
fects into one. 
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IRENE YOUNG 


out open C major, but with D in the bass 
(lowest string to highest D G C G СЕ). To get 
into this tuning from standard, lower strings 
6-4 by a whole step each and raise string 2 by 
a half step. Open tunings offer the advantage 
of playing chords with one finger, and in 
G major, which is the key that “Tasitera” is in, 
you can play the I chord (G) by barring the top 
four strings at the seventh fret. This position is 
where the tune starts. 


THE PROCESS 

Learning tunes aurally is a process I've been 
working on and honing for decades. It really 
comes in handy when trying to suss out the 
uneven phrasing and syncopated rhythms in a 
piece like “Iasitera." I started by separating the 
elements of the piece into a rough priority order 
and then working on them one at a time. It's as 
much a thought exercise as a mechanical one; 
being methodical and patient helps to sidestep 
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lasitera 


Playing the music of Madagascar on solo fingerstyle guitar 


issue], I play my take on “Tasitera,” a traditional 
instrumental from Madagascar. I learned this 
composition through listening deeply to 
Germain Rakotomavo, a brilliant classically 
trained guitarist who is devoted to furthering 
the sounds of the unique, indigenous instru- 
ments of Madagascar, like the valiha, marovany 
[a box zither] and kabosy [a box-shaped wooden 
guitar]. In this lesson, ГЇЇ teach you the concepts 
at play in "Iasitera," which can help you learn 
something from outside of your normal sphere 
while picking up some concepts you can apply to 
solo fingerstyle guitar in general. 


THE TUNING 

When I first listened to Rakotomavo's re- 
cording of “Iasitera” on the 1995 compilation 
The Moon and the Banana Tree: New Guitar 
Music from Madagascar, I could hear right 
away that it was in a nonstandard tuning. I 
listened carefully for open strings and parsed 


BY BRUCE MOLSKY 


round 2000, I was introduced to the 
music of Madagascar by my pal Paul 
Hostetter, master luthier, guitarist, and 
passionate lover of Malagasy music. D'Gary, 
Johnny Bass, Tarika Sammy . . . the list of 
great players and singers from that island 
country is long and deep. The guitar tradition 
from Madagascar takes in not only local music 
elements but classical and pop influences from 
everywhere. It's a beautifully integrated and 
unique confluence of cultural styles. I was 
lucky enough to meet some of the members of 
Tarika Sammy when they visited the United 
States some years ago. The experience left a 
deep imprint and made me a fan as well. I 
have a valiha [a tubular zither] they left with 
me, which sits in a prominent place in my 
office, and have been inspired to add some 
Malagasy music to my own repertoire. 
On my first solo guitar album, Everywhere 
You Go [reviewed in the March/April 2022 
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Once you can confidently play Ex. 2, insert 
notes around the bass line to complete the 
chords (Example 3). Here's where it gets inter- 
esting. Adding chords not only moves the piece 
harmonically but adds rhythmic accents, like 
musical punctuation marks, really waking up a 
syncopated piece like “Tasitera.” Listen to what 
the placement of the chords does to lift up the 
momentum. For me, this is where I have to 
force myself to stop, listen carefully to what Tm 
playing, and just cycle it over and over again 
until it really feels solid. 

Another thing to note about the chords is that 
less is often more in these kinds of arrangements. 
I often use just a note or two to imply harmony. 
For instance, in bar 2, for the I chord (G) I use 
the dyad G-B (the root and the third) over the 
open G string and for the ii (Am), just the root 
and the third (A and C, respectively) as well. In 
fact, the only four-note chord in this section is 
the D5 in the last measure. 


PUTTING IT ALL TOGETHER 

Example 4 is a transcription from the video of 
how I play "Iasitera" one time through the 
whole form. The A section, which you should 
now be quite familiar with, is bars 1-6; the B 
section, measure 7 till the end. On the album— 
and in the beginning of the video—I repeat the 
form a bunch of times, never playing it exactly 
the same way. Listen to both versions to get 
some variation ideas. 

The B part works similarly to the A, here we 
can create some textural contrast with a more 
active bass line. Note the appearance of a cool and 
dissonant walkup in bar 12, contrasted by the 
more traditional walkups in measure 16 and else- 
where. Either way, the bass notes always serve to 
support the melody and keep the piece rhythmi- 
cally grounded. 

I've also taken some occasional liberties 
with rhythm, most notably in bars 11 and 15. 
These measures were originally in 4/4, but I 
drop an eighth note to build excitement—some- 
thing that only works in a solo context. But 
remember that nothing here is cast in stone, 
and you should play the piece as you feel! 

I hope this method of finding your way into 
"Jasitera"—or any solo fingerstyle arrangement, 
for that matter—makes sense. Try the same 
approach with some other tunes—if you're a 
blues fan, Mississippi John Hurt's "Spike Driver 
Blues" is a great and straightforward one, as is 
Sam McGee's “Wayfaring Stranger." Have fun 
with this, and remember to enjoy the journey! 


Bruce Molsky is a fiddler, banjo player, guitarist, 
and singer who specializes in old-time music of 
the Appalachians and also explores music from 
around the world. brucemolsky.com 


work through the subsequent exercises, and 
with a bit of practice these changing time signa- 
ture changes will fall right into place. 


BUILDING THE PARTS 

Start with just the first phrase of the A 
section, which is shown in Example 1a. Sing 
or hum the melody before you play it, and 
refer to the video on AG's website if you 
cannot sing on sight. Then pick up your 
guitar and find the notes you just sang for 
that one phrase. Developing that relationship 
between notes you hear in the air and where 
to find them on your instrument is probably 
the most important thing you can do to 
strengthen your ability to play by ear! Repeat 
the process for the rest of the A section's 
phrases (Examples 1b-1f). Before picking up 
your guitar and playing each phrase on its 
own. Start slowly, focusing on maintaining a 
steady beat. When you're comfortable with 
all six phrases, try stitching them together as 
a continuous melody. 

Next, let's reinforce the feeling of the 
phrases while laying down a harmonic founda- 
tion, adding a bass note on the first beat of each 
bar, as depicted in Example 2. Due to the 
tuning, most of the bass notes fall conveniently 
on open strings. Work on Ex. 2 in the same way 
as the previous figures, playing it one phrase at 
a time before combining them. 


WOODSHED 


the danger of being overwhelmed by everything 
in a piece of music I'm trying to understand. This 
process also makes me a sharper listener in 
general— even for music I’m not working on. 

Of course, the melody is in charge of every- 
thing and the first thing to get comfortable with. 
Then, you can add the bass lines that move under- 
neath the melody, then finally putting in the notes 
that flesh out the chords. Ornamentation and 
variations pop up as icing on the cake. It's exciting 
to see a piece come together this way! 


FEELING THE PHRASES 

A piece like "Iasitera" offers not just an excel- 
lent introduction to the music of Madagascar 
but an opportunity to work on a piece with 
quite a few metric modulations, or changing 
time signatures. In spite of its rhythmic quirks, 
the melody flows much like the human voice. 
Think about the phrases as being separated by 
breath and space. Let's divide the melody of 
each part into phrases in that way. Forget the 
guitar for just a moment and sing each phrase 
one at a time. Your body will tell you where the 
breath and accent go. 

“Tasitera" is structured in two main sections. 
The A part falls into a series of phrases in the 
following assemblage of beats: 5, 5, 2, 4, 3, 3. 
A bit more straightforward, the B part's phrases 
mainly alternate between groups of four and 
two beats. Be sure to count carefully as you 


ESSENTIAL LISTENING 


For тоге on the music of Madagascar, Га highly recommend the following albums. 
Some might be out of print, but all can be found online, either through used music 
stores or streaming sites, and аге well worth seeking out. -BM 


Beneath Southern Skies, Tarika Sammy (Shanachie) 


Horombe, D'Gary & Jihe (Indigo) 


The Moon and the Banana Tree: New Guitar Music from Madagascar, Various 


Artists (Shanachie) 


Resting Place of the Mists: New Valiha and Marovany Music from Madagascar, 


Various Artists (Shanachie) 


A World Out of Time, Vol. 3: Music of Madagascar, Various Artists (Shanachie) 
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upstrokes. The same goes for the syncopations— 
for example, if there is a lone eighth note that 
falls on the “and” of a beat, it will be played 
with an upstroke to prepare use for the pro- 
ceeding downbeat. 


For better control of dynamics, practice 
with a metronome, preferably with 
headphones. Using the volume level of 
the metronome as a reference point, try 
to match all of your notes to the same 
dynamic level for increased balance, 
and to render the melody in a manner 
distinct from the lower notes. 


(Note that most versions of “Cumberland Gap” 
start oppositely, with a lower melody.) 

Example 1 is rather straightforward, as the 
melody falls largely on open strings located in 
the upper portion of the open C chord we all 
know and love. (On the original recording, 
Carter used a capo at the fourth fret, causing 
the chord to sound as E.) With this said, 
though, it is important to pay close attention to 
dynamics when rendering this section. Because 
the higher strings have less inherent sounding 
potential than the lower strings, greater empha- 
sis will need to be put on balancing dynamics 
across the guitar’s string sets. 

A logic that will apply to all of these exam- 
ples is a strict adherence to picking direction: 
downbeats get downstrokes and upbeats get 


Mother’s 
Helper 


BY CAMERON KNOWLER 


he playing of Mother Maybelle Carter 

beautifully punctuates the fabled record- 
ings of the Carter Family with a richness that is 
only further revealed through close study, tran- 
scription, and analysis. Though her playing is 
decidedly melodic, both in her bass runs and 
guitar solos on vocal songs, she is not often 
heard playing strictly melodic numbers. 

In this Weekly Workout, ГЇЇ present a pair of 
lesser-known Carter cuts as the source materials 
for some melodic flatpicking exercises—the 
instrumental “Cumberland Gap” from her 1963 
abum Pickin’ and Singin’, and her take on the 
Delmore Brothers song “I’m Leaving You” from 
Close to Home: Old Time Music from Mike Seeger’s 
Collection 1952-1967. 

Гуе organized the lesson along two axes: by 
difficulty and by section. In the first week, 
you'll learn the first of the two sections of 
“Cumberland Gap,” as well as a more difficult 
version with extended techniques and flour- 
ishes. Week 2 will use this same treatment for 
the second section. In Weeks 3 and 4, we'll 
use the same approach to tackle “I’m Leaving 
You.” By the end of this Weekly Workout, you 
will have two playable arrangements that are 
meant to develop your technique and under- 
standing of the flatpicking idiom. 


“Cumberland Gap” has a simple 16-bar struc- 
ture, with each of its sections containing a four- 
measure phrase played twice. Let’s start with 
the first section on the Carter Family recording, 
which places the melody in a higher register. 


To get the hang of alternate picking, 
try playing consistent quarter notes 
on a single string, with downstrokes 
only. Following this, play eighth notes 
at an even dynamic level, with alter- 
nating down- and upstrokes. Note 
that upstrokes are naturally weaker, 
necessitating special emphasis when 
first practiced. 
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passage to come across convincingly is a 
surplus of strength in your fretting hand. It 
is important to remember that in Carter’s 
playing, open strings often ring into one 
another, creating overtones that are inte- 
gral to rendering a melody in a flowing 
manner. Another important feature is her 


passage, this will be best tackled at slower 
tempos to begin with, measure by measure. 


WEEK TWO 

You'll notice that the majority of the single 
notes found in Example 3 fall within the 
open C shape. The trick with getting this 


Example 2 presents distinct challenges, as 
it incorporates cross-picking, strums, and 
chordal ornaments to deliver the melody in an 
all-in-one package. Some players use a down- 
down-up picking pattern, though I suggest 
sticking to an alternating picking pattern for 
the sake of cohesion. As with any tricky 
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dynamics. Looking at Example 5, it is impor- 
tant to render the first four measures with 
accuracy and robust tone, before moving on to 
bars 5-8, which require a lighter attack to 
render the strums concisely. 

The intention of Example 6 is to showcase 
how one might go about working out in a 
higher register. Set an octave above, this 
example is a note-for-note transposition of the 
first four bars of Ex. 5. For an extra workout, 
try playing the low and high versions back-to- 
back with consistent timing, feel, and accuracy 
alongside a metronome. 


WEEK FOUR 

Example 7 presents a master class in unique 
note choice within the context of melodic bass 
runs. For example, the pull-off from the fretted 
third string in measure 6 and the dense chro- 


MOTHER MAYBELLE CARTER 


SMASH RECORDS 


play in a flowing manner. It also contains 
more single- note runs and ideas that provide 
ample opportunity to practice the use of 


WEEKLY WORKOUT 


use of lighter strums on the chords in 
measures 1 and 4. 

In Example 4, you'll notice that the core 
melody is left intact to a large extent. Around 
this core framework, cross-picking has been 
added to flesh out the arrangement in a banjo- 
like manner. Just like the cross-picked example 
in week 1, take your time to give equal atten- 
tion to dynamics, rhythmic accuracy, and tone. 
Specifically in bar 4, pay close attention to the 
precision required by the grace note at the top 
of the measure, the eighth-note strumming 
pattern, as well as the chromatic run that leads 
us to the top of the tune. 


WEEK THREE 

This week you'll work with “I'm Leaving You,” 
which incorporates fewer open strings than 
the previous tune, making it more difficult to 
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addition, cross-picking is used in the context of 
rhythm playing; this is a tricky concept as you 
have fewer guarter-note strums to fall back on. 
Instead, you must trust in your ability to play 
rapid eighth notes with high rhythmic accuracy, 
and with robust tone to pick up the slack. 

After you've worked through these exam- 
ples, Pd encourage you to check out the origi- 
nal recordings of Mother Maybelle Carter. 
Though lessons like this might contain 
detailed transcriptions and insights, they 
simply cannot convey the knowledge that 
comes from deep listening. 


Cameron Knowler, author of the method book 
Guitars Have Feelings Too, is a Los Angeles- 
based multi-instrumentalist and educator 
specializing in jazz, bluegrass, and old-time 
music. cameronknowler.com 


dently but will help you to retain them for 
creative use in other contexts. 

For some added twists, try Example 8, which 
makes use of a higher shape for the G chord, 
extended chromaticism in measure 3, and an 
eighth-note triplet in the last bar. This treatment 
gives the solo a more modern, bluegrass edge. In 


Beginners’ Tip #4 


As an exercise in style and technique, 
try incorporating the bass run found 
in measures 7 and 8 of Example 7 


into your rhythm playing. As with the 
other ideas in this lesson, do your 
best to balance dynamics between 
your strums and single notes in a 
seamless way. 


maticism of the concluding idea in measure 7 
are challenging yet very rewarding when 
played accurately. When tackling passages such 
as these, which combine a number of different 
fretting-hand positions, do your best to envi- 
sion them before physically learning the ideas. 
This will not only help you to play them confi- 


Beginners’ Tip #3 


Try switching between rhythmic and 
melodic playing, measure by measure. 
To do this, play the first two measures 
of Example 5, followed by two bars of 
a strummed G chord. Once you’ve 
mastered this, apply the same philoso- 
phy to measures 3 and 4. 


Example 7 


G D G 
4 e e 
== n e 
owt = š = š کک‎ = š = 2 = 
— — = е = ° 
СА سے‎ 
3 3 3 3 3——3 
3 4 4 4 4 3 2 4 0 0 
5 5 5 2—5 0—2 
5 
3 
6 D G 
4 e e = e e 
= o 
d مس‎ $ © $ = — ote 1» . s ө © 
3—3 3—3 3—3 3—3 
32474—4 4 4 0 4 4 
0 3—4 5 5 
2 0 1 2—5 
3 
Example 8 
G D G : 
— ےھ سس‎ = ө Бө 
e —— EL то 9—3 
7 
8 8 
== 7 7 0 2 3—2—0 0 
799 9 9 0 0—P 2-0 2-0 
0 0—1—2 2 
7 3 


AcousticGuitar.com 51 


WEEKLY WORKOUT VIDEO LESSON 
acousticguitar.com/334 


TAKE IT TO THE NEXT LEVEL 
For an extra challenge, try learning this excerpt from Mother Maybelle’s playing on “East Virginia Blues” lve included a 


healthy amount of cross-picking to reflect and build upon the framework in the original recording. As with the other examples 
in this lesson, start slowly, measure by measure, paying close attention to dynamics and accuracy. 
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Eduardo Fernandez Eliot Fisk Beijing Guitar Duo 


GUITAR FOUNDATION of AMERICA 
INTERNATIONAL 
CONVENTION & COMPETITIONS 


IN-PERSON AT THE 
UNIVERSITY OF INDIANAPOLIS 
INDIANAPOLIS, IN 

JUNE 29-JULY 2, 2022 


Hosted by Nemanja Ostojić, 
Associate Adjunct Professor 


Virtual and On-Demand 
Packages Available © 


guitarfoundation.org 
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“Important Opportunity for Songwriters!” 


Become our next success story... 


“I'm so glad to be awarded the Grand 
Prize in this year’s competition. | was 

an Honorable Mention winner 2 years 
ago, | see this as a huge improvement 
and testament to perseverance and 
dedication to my craft. It really means a 
lot to me to be validated and recognized 
in this way. It’s a happy byproduct of all 
the hard work that has brought me to 
this point” 


Scott Oatley, Top Winner of 26th Annual 
USA Songwriting Competition 


It’s time for you to take that all-important step 
to enter the 27th Annual USA Songwriting Competition! 


м/ Win $50,000 Grand Prize! м 53 songs have already hit the 

¥ Radio Airplay Billboard Charts by our past entrants з 

¥ 15 Categories You Can Enter v/ Take your Songwriting to the next level ا‎ 
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WATCH JOAN ARMATRADING PLAY “LOVE AND AFFECTION” IN 10 
14 


Toward the end of the song, in the 
descending phrase С6-Е#11-Етај7#11-Е, keep 
your second, third, and fourth fingers holding 
the E shape, so that you fret the final open E 
chord without the first finger. That keeps you 
anchored and makes for smoother transitions. 

“Love and Affection” has a few challenging 
fingerings, like the Aadd9/G#, C#m/E, and the 
seriously stretched-out Bbmaj7, with its fourth- 
finger barre four frets up from the root. You 
could substitute easier voicings—such as (by 
fret numbers, bottom to top) 046650 for 
C#m/E, or 6X776X for Bbmaj7. But give her 
shapes a shot—they create nice voice leading 
in the progression. AG 


ACOUSTIC CLASSIC 


In terms of form, “Love and Affection” is 
tough to pin down. While the chart is divvied 
into six sections, nothing repeats exactly—the 
song gradually unfolds from beginning to 
end. Armatrading uses 14 different chords, 
but a number of them employ the same fin- 
gerings. The C#m7 and E5 are the same 
shape, at the fourth and seventh frets, respec- 
tively, with the top two strings ringing out on 
both. In addition, the Badd11, Aadd9, G6, 
۲۶11, and Fmaj7#11 are the same shape 
moved down the fretboard from the seventh 
to the first fret: all use the bottom portion of 
a standard E barre chord and leave the top 
two strings open. 


SUNGS 


Love and 
Affection 


Learn Joan Armatrading’s 
classic ballad 


BY JEFFREY PEPPER RODGERS 


єсє ove and Affection,” Joan Armatrading's 

L beguiling ballad from her self-titled 
1976 album, was the young singer-songwriter's 
first hit—it reached the top ten on the UK 
charts—and remains perhaps her best-known 
song. From its coy opening line, “I am not in 
love . . . but Pm open to persuasion,” accompa- 
nied by the chime of her 12-string, the song 
builds into a big-hearted celebration of romance 
and friendship, with a string-sweetened band 
and an alto sax solo. 

When Armatrading visited Acoustic Guitar's 
video studio in 2015, “Love and Affection” was 
one of the songs she performed solo on her 
Ovation 12-string. Check out that performance, 
which stays close to the original album version 
and is the basis of this transcription, on the AG 
website. The ringing 12-string is central to her 
sound, for sure, but there's plenty in the arrange- 
ment to reward a six-string player, too, thanks to 
the lush, up-the-neck chord voicings she uses. 

The notation shows the song's opening 
arpeggios, played with a flatpick; she extends 
the first measure by an eighth note, hitting the 
open sixth string before switching to F#11 and 
settling into 4/4 time. In measures 2 and 3, 
she strums an A6, B6, and a rich Emaj7 voicing 
at the 11th fret. Continuing in the song, she 
mixes arpeggios with strumming, then transi- 
tions into a fully strummed groove, especially 
on the circular E5-Badd11-Aadd9-Badd11 
progression that carries most of the second 
half of the song. 
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Outstanding learning and performing opportunities 
in a unique environment with a rich craft heritage 


Daily repertoire and technique workshops | Two individual lessons | Ensemble playing 


Guitar Open Day | Lectures | Masterclasses | Informal student concerts | Guitar Orchestra 


Guitarists and tutors: Mark Ashford, Alison Bendy, Raymond Burley, Gerald Garcia, Andrew Gough, 
Mela Guitar Quartet, Hugh Millington, Daniela Rossi, Gary Ryan, Helen Sanderson. 


For all ages (over 18), grade 2 level and above Sponsored by: 


Bursaries available for students aged 18-24 Je 
classica 
C z Ramiro 


Book online now | 
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West Dean College, near Chichester, West Sussex POI8 0QZ, UK 


LOVE AND AFFECTION WORDS AND MUSIC BY JOAN ARMATRADING 


Chords 
Cim? ٢81 Ав Вв Emaj7 Aadd9 Aaqd9/G8 Es 
х13400 134200 13х24х 13х24х 013400 134200 134200 013400 
Ф 4 fr. Ф @ 7 fr. Ф 11 fr. Ф 5 fr. Ф 4 fr. $ 7 fr. 
ee ° t4 Ф t4 [I] is ° Фф 
r] ee 
811 CHm/E Bbmaj7 Ge Fmaj7i 11 E 
134200 x21144 13x244 134200 134200 034200 
$ 7 fr. «m» |] 6 fr. ry 6 fr. С лишин! 
Ф Ф Ф Ф IJ 
ec ° 
r 
= [T] 
Intro 
C#m7 Fia Ae Be E maj7 
-— 
وک‎ [ = 1 z — 2 Әз 
8 e e K $ a a a 
© e ! © 2 = — 
oe Ф ce © 
0 0 0 
0 0 7 9 0 
6 6 3 3 6 8 13 
Š ó 4 4 13 
4 4 4 7 9 11 
0 2 2-0 5 7 0 
C#m7 1 Badd11 E5 Badd11 
1. | am not in love 3. Now if | can feel the sun 
Ae 6 Emaj7 Aadd9 Aadd9/,G: 
But I'm open to persuasion In my eyes and the rain on my face 
Aadd9 Aadd9/G: ۲11. Cim7 11 Cim/E 8۲۶:7 
East or west where's the best for romancing Why can't | feel 
Aadd9 Aadd9/,G: E5 Badd11 Aadd9 
With a friend I can smile Love 
11 Aadd9 Badd11 E5 Badd11 Aadd9 Badd11 
But with a lover | could hold my head back I can really love, really love, really love, really love, really love 
E5 Badd11 Aadd9 E5 Badd11 Aadd9 
| could really laugh, really laugh Love love love love love love love love 
Cim7 11 Emaj7 Badd11 E5 Badd11 Aadd9 
2. Thank you you took me dancing 4. Now I’ve got all 
Aadd9 ۵۸010193/6: Baddii Е5 Badd11 Aadd9 Badd11 
'Cross the floor cheek to cheek The friends that | want oo-hoo 
11 Aadd9 E5 Badd11 Aadd9 
With a lover | could really move, really move | may need more 
E5 Badd11 Aadd9 Badd11 E5 Baddii Aadd9 Badd11 
I could really dance, really dance, really dance, © really dance But | shall just stick to those that | have got 
Badd11 E5 Badd11 Aadd9 Aadd9 Badd11 
| could really move, really move, really move, really move With friends | still feel so insecure 
Aadd9 Badd11 
Little darling, | believe, ۱ believe you could help me a lot 
Aadd9 Badd11 
Just take my hand and lead me where you will 
Aadd9 Badd11 
No conversation, no wave goodnight 
E5 Badd11 Aadd9 Badd11 
Just give me love, таке love with affection 


Copyright (c) 1976 IMAGEM SONGS LTD. Copyright Renewed. All Rights Controlled and Administered by ALMO MUSIC CORP. All Rights Reserved. Used by Permission. Reprinted by permission of Hal Leonard LLC. 
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E5 Badd11 E5 Badd11 Aadd9 Badd9 
5. Sing me another love song 6. Make love with affection 
Aadd9 Badd11 E5 Badd11 
But this time with a little dedication Sing me another love song 
E5 Badd11 Aadd9 Aadd9 Badd11 
Sing it, sing it But this time with a little dedication 
Badd11 E5 Badd11 Aadd9 Badd9 
You know that's what l like Sing it, sing it, sing it, sing it, sing it, sing it 
G6 1 Fmaj7:11 Е 
Give me love love love E5 Badd11 Aadd9 Badd9 
With affection, with a little dedication 
E5 Badd11 Aadd9 Badd9 
You know that's what l like 
E5 Badd11 Aadd9 Badd9 
Once more with feeling 
G6 ۲:11 Етај7#11 E 
Give me love, give me love, give me love, love 


Ge F1 Fmajz11 Е 


Temporarily out of production due to the facility burning down in the 2021 Dixie Fire. 
- Returning in 2022 - Thank you for your support - 


Great Live Sound? 
Ask the LAGQ. 


"A brilliant solution for 
stealth amplification!" 
(Los Angeles Guitar Quartet) 


available 
online at 
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OMAR CRUZ 


Aoife O'Donovan 


basic Travis-picking pattern that should come 
together quickly once you get the hang of it. 
[See the December 2017 issue for a primer on 
this approach.] 

Note that O’Donovan tends to vary the 
accompaniment pattern a bit, sometimes 
playing the Csus2 chord’s root note (C) on the 
fifth string rather than the sixth, and adding the 
occasional hammer-on or pull-off embellish- 
ment, for instance. Once you've gotten a feel 
for the fingerpicking pattern, look for ways to 
add your own variations to the song. АС 


color made possible by these shapes—for 
instance, the Fsus2, C/E, and D7sus4 chords 
all share the same highest and middle notes, 
C and G, respectively, and the progression is 
created by simply changing the lowest note in 
each subseguent chord. 

To give you a sense of what to do with 
your picking hand, I’ve transcribed the intro, 
with its melodic fingerpicking moves, as well 
as the first several bars of the verse accompa- 
niment pattern. While these parts might look 
tricky on paper, the latter is essentially a 


WORLD PREMIERE 


Prodigal 
Daughter 


Exploring an intimate 
performance of a song 
from Aoife O’Donovan’s 
latest album 


BY ADAM PERLMUTTER 
n the studio recording of “Prodigal 


O Daughter,” from Aoife O’Donovan’s 
album Age of Apathy (reviewed in this year’s 
March/April issue), the Irish American 
singer-songwriter plays gentle layers of 
acoustic guitar that, combined with co-writer 
Tim O’Brien’s mandola, form an intricate 
web of sound whose individual voices are 
difficult to disentangle. But a duo version 
with the singer Allison Russell, filmed live 
backstage at the 2021 Newport Folk Festival, 
offers a close look at how O’Donovan plays 
the accompaniment to this take on the prod- 
igal son parable. 

The arrangement here is based on that 
Newport performance but it also works with 
the album version. O’Donovan plays the song in 
dropped-C tuning, in which the sixth string of 
her Collings 01 Mahogany is lowered two 
whole steps, to C from E. She uses first-position 
chord shapes in the key of C major, with a 
capo at the ninth fret causing everything to 
sound dulcetly in the key of A major. Note the 
economy of motion as well as the harmonic 


PRODIGAL DAUGHTER BY AOIFE O’DONOVAN AND TIM O’BRIEN 
Chords, Capo IX 
Fsus2 C/E D тѕиѕ4 Csus2 G/B Am7 C 05 
Xx301x хх201х хх001х 03001х х2000х х0201х х3201х Tx023x 
Ф Hm Ф Ф elle 
Intro 
Fsus2 C/E D7sus4 Csus2 سے‎ Сув 
— — 7- — = — == f === 
| Ы == g == 4 
1 1—1 1 1 1 1— 0 V 
0 0 0—— —0 0 0 0 0 0 0 0 
3 3—0—2 2 0 0 0 0 == 0 0 0 
3 2 2 


50% Administered by Seed Soup Songs/Riff City Sounds; © 2021 No Bad ham Music (ASCAP) 50.00% Administered by Bluewater Music Services Corp. All Rights Reserved. Used By Permission. 
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WATCH THE PERFORMANCE ON WHICH THIS ARRANGEMENT IS BASED 


acousticguitar.com/334 
G/B Am7 
m سم‎ 
کس ص‎ — — 
"Tf و حي‎ — a — a p 
= 7 еїс. 
1 1 
0 0 0—— ——0——  .—"o — Y 009 —D— 
0 0 — 2 2 2 2 
3 0—2 0 0 


Csus2 


2. Mama, listen 


Come into the kitchen 


G/B Am7 | Fsus2 Csus2 
Pour me some tea, let me sit at your feet and let me cry 


I need a little money 


G/B Am7 
I need love, and | need Sunday suppers here at home 


Fsus2 Csus2 
Don't want to be alone, let me stay 


Chorus 

6/8 Am7 с 05 ۸7 

Prodigal daughter returns like a lamb to the 6۲ 
C D5 Am7 


She yearns for the things that you taught her 


5 | Am7 
| know forgiveness won't come easy, not for me 


D5 Am7 
But I'll try to shut the past behind us, throw out the key 


Fsus2 C/E D7sus4 Csus2  G/B 
Give me опе more chance to make you see 


Repeat Interlude 


Outro-Chorus 


G/B Am7 с 05 Am7 
Prodigal daughter returns like a lamb to the slaughter 
C D5 Am7 C D5 


Looking for something in the water to wash away the pain 


Tag (repeat w/ ad lib vocals) 
Am7 с 05 
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ép سے‎ — 7 


Fingerpicking Pattern 


Csus2 play three times 


Intro 
Fsus2 C/E D7sus4 Csus2 


Csus2 
1. Oh now Rosie 


You come home in the morning 


G/B Am7 Fsus2 Csus2 
You got a child on your knee and your mother she looks on 


She says, “I don’t know that baby 


I don’t know you, why'd you fail me? 


G/B Am7 Fsus2 Csus2 
You left home seven years ago and l wore black for days” 


Chorus 


G/B Am7 c D5 Am7 
Prodigal daughter returns like a lamb to the slaughter 


D5 | ۸7 
| know forgiveness won't come easy, not for you 


05 Am7 
Look at the child upon my knee 


She has eyes of blue 


Fsus2 C/E 07:0:4 Csus2 G/B 
She resembles me resembling you 


Interlude 
Csus2 


Am7 Fsus2 C Сѕиѕ2 C 


VIDEO LESSON 
14 


LITHOGRAPH: GODEFROY ENGELMANN, PHOTO: KENDALL BAILEY 


Alan Barnosky 


Fernando Sor 


Fernando Sor's Etude No.17 


Reimagining a fingerstyle study as a string-crossing workout 


Each measure includes substantial inside- 
picking jumps, and in some cases even goes 
from the highest to the lowest string, like in 
bars 3 and 7. The etude takes an immense 
degree of pick control, so give your muscle 
memory time to develop. With regular prac- 
tice you should find your overall picking 
accuracy will improve. 

To take the etude a step further, work on 
bringing out the melody notes, which take 
place on the higher strings and are indicated 
with upward stems in the notation. Play the 
melody notes a bit stronger and the accompany- 
ing bass notes a bit quieter, and let each melody 
note ring out until the next one is played. This 
emphasis brings the music to life and was prob- 
ably Sor's original intention with the etude. 

Lastly, if you, like many AG readers, happen 
to be a steel-string fingerstyle player, you, too, 
can enjoy playing this piece. Tackle it finger- 
style like Sor intended, and consider yourself 
lucky for not having to bother with thinking 
about outside and inside picking. АС 


picking much more challenging. Examples 3 
and 4 expand by adding in a string jump. 

Inside picking is an essential skill for all flat- 
pickers to develop. Add a few minutes of Exs. 
1-4 to your regular warm-up routine, and after 
a few weeks you should notice increased control 
with your picking hand. Take it slow, use a met- 
ronome, and focus on accuracy and tone. 
Honing inside picking will make more compli- 
cated technigues like cross-picking and widely 
spaced intervals easier to achieve and will gener- 
ally increase your speed and precision. 

“Etude No. 17, Op. 35" (Example 5) by 
Fernando Sor (1778-1839), in the key of 
D major, is a great piece for practicing advanced 
inside picking. An etude is a short composition 
written to develop a particular technigue, and 
while Sor certainly did not intend this finger- 
style classical guitar etude to be a flatpicking 
skill builder, I find it works perfectly for that 
exact purpose. It's a lovely piece, and only 
minor modifications to the original score are 
needed to make it playable with a pick. 


BY ALAN BARNOSKY 


tring crossing—the approach of moving 

from one string to another—is a funda- 
mental aspect of picking-hand technigue that is 
all too easy to ignore. Advancing players often 
try to perfect complex right-hand acrobatics 
without first considering the string-crossing 
basics. In this lesson ГІЇ break down the 
mechanics of the technigue, provide essential 
exercises, and then apply it all to an etude from 
the classical guitar repertoire to help build up 
picking-hand precision. 

To simplify things, start with just two strings 
and a down-up picking pattern. In this scenario, 
there are only two ways to string cross: by 
playing a downstroke on a lower string then an 
upstroke on a higher string (Example 1), or by 
playing a downstroke on a higher string, then 
an upstroke on a lower string (Example 2). In 
Ex. 1, the pick approaches the pair of strings 
from the outside, and is appropriately called 
“outside picking," whereas in Ex. 2 the pick 
approaches each string from the inside and is 
called “inside picking." Many players find inside 
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From the artisan makers at Acoustic Remedy comes a 
one-of-its-kind case that flawlessy integrates stunning 3 
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ClimaControl Technology" 
Automatic, year-round humidity control by using 2-12 
either the Boveda Two-Way Humidification System or INSTRUMENTS 
digital powered humidifier combined with patented 
gasket/magnet that provides guaranteed seal. 
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ProHang Display System (А) 


Multi-functional hanging system with innovative rail 


& slat wall options to secure any instrument апа SUSTAINABLE 


allow for multiple display configurations. Котов 
LED Powert Lighting @ 
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PICKIN’ 


Example 1 Example 2 Example 3 Example 4 
4 سے ے‎ — p  ———sm ے‎ ml = U Waaa 
О ВРИЕ sense وع رع ے ع۶‎ FE ° © ж |- Ф. e 8 H 
° ° ° [4 = ° ° ° 
meV mV Pn үт ү ۹۰م‎ ٣۲م‎ V PP үт V "۴۰ V P V PP үт ү j" V MP V PP V P ү 
0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 
0 0 0 0 0 0 0 0 
0 0 0 0 0 0 0 0 
Example 5 


Fernando Sor's “Etude 17, Op. 35” 


D A7 D G Ет/с Asus4 A 
1/2 Cll > > > > => ہے‎ 1/2 Cll------ 2/3CM --------- 
du aN بر یب‎ 
tux = = — = = —= 
| — | 5 = | = = = 
7 77 pr єў E uw 77 Py ] 1 
۷ "m MVA V my mv etc. 
2 2—0 0 2 0 
3 0 0 3—3 2—5 
2 2 0 2 2 0 2 
0 4 4 2 2 2 
i 0 5 5 = 7 0 0 
D A7 Bm B/A Enya Ат D 


- 
2 2—0 0 0 0 2 
3 3—4 4 0—2 
2 0 0 0 x 2 
4 4 2 2 4 4 4 
5 0 2 0 0 5 5 
3 
Аус Cdim7 Аус А Вт Е 7 A 
| 1/2 CIl- - - ~ 
4 ы A da: a 2 з = — — a A 4— Е | n 
== === — == 
jp | 721) Bi j | Т "ERES «LÀ 7 «4 ر‎ 
0 0 
5 5—4 4 5 5—2 2 3 3—0 3 2 
2 2 2 2 1 1 2 
4 2 2 2 2 
i 4 3 4 0 2 0 


This arrangement copyright © 2022 Alan Barnosky. All rights reserved. Used by permission. 
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VIDEO ۷ 


104 
А/Е E7 A 
الل‎ : 
UP YT ЕЕ 
5 
zs 2 23 ағ s 
= 2 0 = 
Em Gm/o Ат/с} 
Ju. | p > 
= 2 = s 
ان کو‎ | 7 ШЕ: f | 
2—13 3 0 0 
2 0 3 3 2 2 0 
2 5 5 
5 4 4 
Bbmaj7 84+ A 
2/3 Cll--------> 1/2 Cll 
: ‚А + == A zt ‚А - : = 
= 1 حسم‎ = = 
ni Y Ü] b 17 © لات‎ f 
0 0 0 
3 3 2 
2 2 1 2— ^ 2 
1 1 0 4 0 
6 E7/ci Asus4 A 
noh 2/зси---------- 
i u + 5 1 E بل‎ 
FME vet oat 
3 اس‎ ? p 
з—-0 0 3 3 2—5 
0 2 
4 2 2 2 
0 0 
3 4 
0۸ Ат D 
Em ہے‎ : YN — = | = | 
= yi d b S yap ЕГ i 
r : 
وه‎ 3—2 2 3 
2 0 x 2 
4 2 4 4 
0 0 5 5 
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A/ci Aaug D Bz/pj 
Poy J M de 
=== = 
945 EE f 1] y1 
0 0—1 1 2 2— 
i 2 2 2 
0 
4 4 
0۳8 Am/E 87/0) 
= h الگا‎ 
تھا ہے‎ =e = 
7 z Е 1 145 
5 5 2 
Р 1 0-0 20 
4 2 1 1 
От A7/E Dm 
Ф 5 be: M е К ا جج‎ 
=. = 
| 7 L^ "RR IEEE "m 
1 0 0—1 
3—2 3 
— 0 2 
i 03 2 3 
D A7 D 
000 1⁄2 CII 
25 4 a: A d- Л 2 1 
Ë 7 е ТТ 1 
yi 7 f ya 
2 2—0 = 2 
i 2 0 2 
0 4 
0 5 
D Gm/Bb Bm Em 
2/2 CI == x 


WATCH MAURICE TANI PERFORM THIS ARRANGEMENT 
acousticguitar.com/334 


Maurice Tani 


on the C chord. Both approaches are shown 
here in the notation. Choose whichever works 
best for you, or mix and match the tech- 
nigues. Note that I also like to include walk- 
ups (or walk-downs) on the bass strings here 
and there; these are shown with down- 
stemmed notes in the notation. 

As always, learn this arrangement as 
written, but my intent is that you will use this 
as a launching point for the song—so play 
around with it to find a tempo and rhythm that 
feels good to you. АС 


САМРЕ!ВЕ 


Рт Sitting on Top 


of the World 


A relaxed arrangement of a Roaring '20s classic 


song, but many other notable interpretations 
have been made over the years. My favorite 
version is Aretha Franklin's swinging arrange- 
ment from 1962. 

To keep things accessible to players of all 
levels, this arrangement is taken at a relaxed 
tempo, using a handful of open and first- 
position chords—C, E A7, D7, G7—along 
with a couple more sophisticated but easy-to- 
play shapes, F#dim7 and Bb9. 

To play “I’m Sitting on Top of the World,” 
I use a common fingerpicking pattern with an 
alternating bass, but you could also try 
strumming it with a pick, or, for that old- 
timey sound, using palm muting and a low G 


BY MAURICE TANI 


here are a number of songs with titles 

similar to “I’m Sitting on Top of the 
World,” perhaps the most famous of which 
is the country-blues number first recorded 
by the Mississippi Sheiks in 1930 and subse- 
quently covered by a long list of musicians 
from Bob Wills and His Texas Playboys to 
the Grateful Dead to Jack White. In this 
lesson, I'll be covering a song that predates 
that example by a good five years. 

This instance of “I’m Sitting on Top of the 
World” was written by Ray Henderson and 
lyricists Sam M. Lewis and Joe Young and pub- 
lished in 1925. Al Jolson’s recording from that 
same year was the first major hit version of the 


SHUDE 


The best performers will settle for no less. 


“I have yet to find a 
capo that beats Shubb 
in reliability, durability, 
efficiency, and style.” 


— Yasmin Williams 


info@shubb.com e wiw.shubb-com 
707-843-4068 
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Enter 
to Win 
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wm: = r E 


۷ 


A 
С) 


m= جو‎ — med 
= тщ سے .سس‎ PTY | 


One Grand Prize Winner 
Will Receive 


$1,049 


Constructed with the pro musician in mind, 
this Vineyard Koa is built on a 25.5 scale 
length traditional grand auditorium cutaway 
body with koa back & sides, a solid spruce 
top overlaid with a beautiful koa veneer 
that offers warm tone, and a bevel to rest 
the picking arm. Features include a vine 
inlay design on the rosette and rosewood 
fretboard, Fishman Preamp and onboard 


tuner. 


$599 


The Art Vintage Parlor Acoustic-Electric offers 
comfort and practicality with the smaller 
parlor body shape. Features include cream 
multi-ply body binding and signature moon 
phase inlays, vintage distressed brown burst 
finish and brushed nickel open gear tuners, 
mahogany body and solid spruce top. 


: JHN ACOUSTIC 
GIVEAWAY ENDS JUNE 30, 2022 $ GUITARS 


GIVEAWAY RULES No purchase necessary. Void where prohibited. Entrants must be 18 years or older. Each entry must be individually submitted using the Official Entry Form at AcousticGuitar.com and received 
by 06/30/22; facsimiles may not be substituted. Prize drawing will be made on or around 07/7/22. The grand prizes will be fulfilled by Armadillo Enterprises within 60 days of receipt of winner’s written acceptance. 
Employees of Acoustic Guitar magazine, and Armadillo Enterprises are not eligible to win. Odds of winning depend on the number of entries received. Limit one official entry per person, with unlimited additional 
bonus entries per referral or social action. Acoustic Guitar magazine reserves the right to notify the winner by mail or by e-mail and to identify the winner in the magazine as well as the Acoustic Guitar website and 
social media channels. International entrants, please note: If the winner is resident outside the United States, winner is responsible for all shipping, customs, and tax costs. If an international winner is unwilling 
or unable to cover these costs, winner will forfeit the prize and a new winner will be selected at random. For the name of the prize winner, send a self-addressed, stamped envelope to Armadillo Enterprises 2022 
Giveaway, c/o Acoustic Guitar magazine, 941 Marina Way South, Suite E, Richmond, CA 94804. Taxes are the responsibility of the winner. No prize substitutions are permitted. 


PM SITTING ON TOP OF THE WORLD WORDS BY SAM M. LEWIS AND JOE YOUNG/MUSIC BY RAY HENDERSON 
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This arrangement by Maurice Tani, copyright © 2022 String Letter Publishing. 
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WATCH MAURICE TANI PERFORM THIS ARRANGEMENT 
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BILL EVANS 


You can position a business card under the strings to check for fret buzz between the nut and a fretted note. 


tighten the hex nuts at each tuner—nearly 
every modern tuner uses the same 10mm hex 
size. This can be done without removing the 
strings using an open-end wrench. 

If that doesn’t resolve the issue, it’s time to 
check the other end of the string anchor: the 
ball end. Most acoustic guitars have pin-style 
bridges. I freguently find that strings, espe- 
cially larger-diameter bass strings, are 
installed in the bridge but not firmly seated 
against the underside of the top. In these 
cases, the wedging action of the pin, combined 
with the friction of the string wraps, anchors 
the string in place with the ball end still 
hanging down into the guitar a little. The first 
time I encountered this, I had spent nearly an 
hour trying to locate the source of a mysteri- 
ous and maddening vibration that simply 


firmly on the bridge or around the top. The 
guitar should let out a clear thump. If there are 
any loose braces, you'll probably hear a papery 
rattle mixed in with the sound. Strategic 
tapping of various areas can sometimes identify 
which brace is at fault. This should be done for 
both the top and back separately; back braces 
could just as easily come loose. 

Next on the list: two of my favorites. 
Modern tuning machines are held in place by 
a hex-head bushing with a washer under- 
neath, which sits around the string post at 
each tuner. These very often come loose, 
probably due to wood shrinkage in the head- 
stock itself. If the washers are just a bit loose, 
they will rattle around and make noise. Check 
this by tapping the headpiece to see if you 
hear any metallic clicks or buzzes. If so, 


Rattling 
Off 


BY MARTIN KEITH 


I’m having problems with string rattle 

on my 2018 Gibson Hummingbird 

Rosewood, especially on the high end. 
Гуе tried numerous brands of strings, but this 
has not corrected the problem. What could the 
source of the rattling be? —David Henry 


Гуе chased out rattles and buzzes 

from nearly every part of an acoustic 

guitar. Some are easy to diagnose 
and repair, while others can drive a person 
crazy. A nice guitar such as yours will vibrate 
all over which means that a rattle could come 
from anywhere. Therefore, I usually take an 
end-to-end approach when seeking out a 
rattle or buzz. Here are a few suggestions: 

The most likely cause of buzzing is the frets 
themselves. A high fret will cause a buzz on a 
specific note, which is usually easy to deter- 
mine. If the neck is slightly back-bowed, this 
can result in buzzes across a series of adjacent 
frets, usually in the lower third of the neck 
(frets 1-7 or so). Another much more insidious 
cause of fret buzz can be vibration in the strings 
between the nut and the fretted note (i.e., 
behind the fretted notes). If the nut is a bit high 
and the neck relief is just so, those areas of 
string can vibrate against the frets. This is easy 
to check—just put a business card under the 
strings around the second fret and see if this 
resolves the issue when playing higher up. 

If the frets are not to blame, there are a few 
other places to look. In acoustics, my next stop 
is generally to check the bracing, as a loose 
brace can easily cause mystery buzzes and 
rattles. I use a light and an inspection mirror, or 
in some cases an endoscope camera. However, 
loose braces can often be diagnosed by simply 
holding the guitar by the neck and tapping 
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tension. Some of the early makers excluded any 
warranty if steel strings were used, so I want to 
lean toward caution here. Should I try some 
period-specific strings like gut, silk, etc.? What 
options do I have? —Patrick Grant 


You have good taste in guitars! 
Some of my favorite guitars that I 
have ever played have been small 
parlor guitars from this era—Lyon & Healy/ 
Washburn, Howe-Orme, and Martin 2-series 
all come to mind. These instruments tend to 


be very lightly built, giving them both 
volume and dynamic range that is surprising 
for their size. 

I appreciate that you are already keeping 
track of the overall load of your strings. It 
shows that you are considerate of the guitar's 
needs as well as your own. Very few of these 
instruments have truss rods, and most have 
experienced some degree of top distortion 
over the last 100-plus years of service, so high 
action and intonation problems are quite 
common—and both can be made worse with 
the wrong choice of strings. 

I always encourage people to explore 
lighter-tension strings with these older instru- 
ments. They are likely closer in overall tension 
to the strings for which the guitars were origi- 
nally designed, and they will help prolong the 
life of these already venerable guitars. Гуе had 
good luck with the silk-and-steel style hybrid 
sets, which combine light-gauge steel plain 
strings with silver-wound nylon bass strings, 
similar to those in a classical guitar set. Some 
hybrid strings even combine thin steel cores 
alongside stranded nylon, with a silver-plated 
wind. These further blur the line between clas- 
sical strings and steel strings, and often deliver 
a tone that is well-suited to the complex, 
almost vocal midrange that makes vintage 
parlor guitars so sought-after. If you can find 
the type of string for which the guitar was 
intended, the guitar will likely perform at its 
best, as the bracing and overall stiffness were 
designed with that string load in mind. 

If you're not playing the guitar for months 
at a time, there is no harm in slacking the 
strings for storage. It's generally not ideal to 
slack and tighten strings too often, for the 
guitar or for the strings. If the strings are rea- 
sonably within the tension range for which the 
guitar was built, storing it tuned to pitch 
should be fine. If for any reason the instru- 
ment needs some TLC, tuning down a step or 
so when not playing can give it some relief. A 
trip to a qualified luthier or tech every year or 
two just for a checkup would also be a good 
idea. I plan to do the same each year after my 
100th birthday! АС 
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setup of the guitar. If tightening the rod suf- 
ficiently causes too much back-bow for good 
playability, then it may be worth a trip to a 
luthier for a repair. The approach Гуе used 
successfully in these cases is to remove a fret 
somewhere around the middle of the neck, 
and drill a small hole through the fret slot 
and down into the truss rod channel. Then, 
using a syringe, I force some yellow wood 
glue into the slot. This won't stick to the 
metal rod, but it will fill up any space around 
it and prevent troublesome vibrations. Some- 
times treatment under multiple frets is called 
for—it depends on the manufacturing toler- 
ances of that particular truss rod slot. After- 
wards, reinstall the frets and hopefully the 
trouble will be gone. 

The above list is just a brief survey of the 
likely causes for buzzes and rattles in an 
acoustic guitar. There are others, and I will 
most likely keep learning new ones as long as 
I keep working. I hope this little checklist 
helps you isolate the buzz on your Gibson, so 
you can get back to playing! 


I have several slotted headstock, ladder- 
braced parlor guitars of 1905-1910 


vintage and am concerned about string 


Lyon & Healy Lakeside parlor guitar (early 20th century) 


h Lu | 


wouldn't go away. After I properly reseated the 
ball end, it was gone. Slack the strings, pull 
each bridge pin partway out of the bridge, and 
give the string a tug to make sure it’s firmly set 
against the bridge plate inside the guitar. 

If the guitar has a pickup/preamp system, 
make sure the screws, nuts, and mounting hard- 
ware are tight, and check to make sure that the 
cables and wires inside the guitar are firmly 
anchored. The small, self-adhesive cable clips 
inside guitars often come loose—after sanding, 
there is often guite a bit of very fine, powdery 
dust packed into the pores of the unfinished 
interior. This can make peel-and-stick adhesives 
much less effective. When installing cable clips 
in new guitars, I vacuum inside and then spot- 
clean the clip location with rubbing alcohol, just 
to make sure it will stay put. 

A last potential culprit is the truss rod. On 
some instruments, the neck is stiff enough 
that the truss rod doesn't need to do much. In 
these cases, the rod is sometimes loose 
enough to vibrate in its channel. Check the 
adjuster to see if the rod has tension on it. 
(This is also a good time to make sure the 
neck is adjusted correctly!) If not, then you 
can gently add tension to see if the vibration 
goes away. Of course, this may change the 
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Preston 
Thompson 
D-SMA 


A light but powerful 
dreadnought with a poet 
lurking inside 

BY EMILE MENASCHÉ 


he name Preston Thompson sounds like 

it could have belonged to a prewar poet 
laureate. And judging from the D-SMA dread- 
nought featured here, the master luthier, who 
passed away in 2019, handed down the best 
poets' ability to bring fresh emotions to 
familiar forms. 

If the typical dreadnought is a prosaic 
workhorse, the instrument I tested—hand- 
crafted in Thompson’s Sisters, Oregon, work- 
shop—has a poetic side you might not expect 
from an instrument of its size and ability to 
stand out on a crowded stage. 

Prose is practical, factual, and lives on the 
page. Poetry lives in the air. Good poetry— 
especially when read aloud—lets the pauses 
do the work. It makes us feel without neces- 
sarily understanding. It's in the white spaces 
after the words that emotions have time to 
steep and where the literal meaning of the 
words gives way to something more complex. 

Out of the box, the D-SMA looks like a very 
fine example of handcrafted dreadnought con- 
struction. The company says its design is based 
on the 1937 Martin D-28 owned by the late 
Charles Sawtelle of Hot Rize. As you'd expect 
from a guitar in its category, it can do all the 
dreadnought things guite well, excelling as a 
loud, projecting rhythm guitar. And where some 
dreads have a bit of the bully to them, the 
Thompson is more persuader than pugilist. It 
only takes a light touch to have a big impact. 

The guitar’s poetic power really comes 
through in the white spaces, the air between the 
notes, the trailing overtones. Those gualities 
allowed the instrument I tested to shine outside 
the dreadnought’s traditional comfort zone. All 
truly excellent flattop guitars produce rich but 
controlled overtones, and that's often where you'll 
hear the differences in tonewoods and construc- 
tion. But when it comes to complex shimmering 
afternotes, Гуе rarely heard anything like the 
Thompson. It's not just the sound, but the ease of 
sound production. I felt like I could whisper to the 
strings and get a spectrum of colors in response. 
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пої quiet. ОЁ course, the instrument сап Бе 
played softly. And doing so yields a wonderful 
spectrum of sounds and overtones. It’s always 
hard to describe sound without coming off like 
you’re writing a recap of The Great British 
Bake Off: “Sweet but savory with a touch of 
citrus, well done!” But ГЇЇ put it this way. If 
you know what a really good mahogany guitar 
sounds like, adjust that tone as follows: Keep 
the sweet midrange, but give the bass a more 
articulate voice, like a baritone with good 
diction, and carry that clarity of voice all the 
way up the frequency spectrum. 

Then tune the recipe until the vibrations 
build together for a controlled finish (that’s 
the citrus). What impresses even more are the 
tone and volume the instrument produces 
from a relatively light touch. I didn’t have to 
work as hard to produce the kind of strummy 
fullness dreadnoughts are expected to achieve, 
or better, demonstrate the body style’s capa- 
bilities more fully. The test guitar was strong 
in the bass without being tubby, clear in the 
midrange without being harsh, and detailed in 
the highs without making the upper register 
sound detached from the rest. 

On big open chords, the Thompson pro- 
duces a three-dimensional sound lush with con- 
sonant overtones. You'd probably want to get 
used to it before taking the guitar to a gig or 
session because otherwise you might play the 
first chord, get lost listening to it and forget to 
play the second one. All hyperbole aside, the 
combination of articulate balance and well- 
tuned overtones—and the ability to produce 
them with less effort—gives one a sense of 
control of both dynamics and timbre. My 
picking hand feels more relaxed, and that 
makes it easier to use hand position to change 
timbral colors. The ease of sound production 
also makes flatpicking lead lines a breeze; a 
relaxed hand is faster, more rhythmic, and 
more dynamic. It reminds me of the easy 
feeling you get when you pick up a sleek elec- 
tric guitar after gigging with a large acoustic. 

As good as all that big dreadnought stuff 
sounds, the thing that grabs my attention the 
most is the way the Thompson projects more 
intimate music. Simple little single-note lines 
radiate into the room. A big guitar that can play 
with the intimacy of a small guitar, especially one 
as light as this, offers rare versatility. I believe 
that’s especially valuable if you’re a player who 
composes and improvises; that alone can take 
you down a path to new ideas or enhanced emo- 
tional engagement with what you’ve been 
playing all along. This is what evokes poetry for 
me. A good guitar inspires you to play; a great 
one inspires you to listen in the white space. AG 
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PREMIUM MATERIALS & BUILD QUALITY 
The D-SMA I tested is fairly traditional in terms 
of materials, but there are plenty of options 
from which to choose. I enjoyed looking at the 
booklet in the case that showed what was used 
to build this particular guitar, as well as thumb- 
nails of the other available materials. 

The review guitar features the premium 
options of an Adirondack spruce top (the 
wood is also used for the advanced X-bracing) 
with strikingly figured sinker mahogany for 
the back and sides. 

Visually, the instrument is understated yet 
stunning, especially on close inspection, and the 
build quality is impeccable. I especially like 
the reconstituted turquoise stone/white mother- 
of-pearl inlay work seen in the headstock torch 
motif and matching Regency fretboard position 
markers—a $695 option that lends a bit of flair 
to an otherwise traditional build. 

Thompson’s website describes its design 
philosophy as original vintage. Having played 
my share of AARP-age guitars, Pd say a more 
accurate description would be vintage that’s 
been restored and fine-tuned to work better. 
The mahogany neck feels sleek, enhanced by a 


I felt like ۱ could 
whisper to the strings 
and get a spectrum 
of colors in response. 


low-friction finish that makes it sort of a cross 
between a traditional profile and a fast neck 
designed to appeal to electric players. But what 
really sets the Thompson apart from a lot of 
older guitars—at least those owned by people 
with real-world maintenance budgets—is its 
consistency in action and intonation. 


A BEARABLE LIGHTNESS OF BEING 
Dreadnoughts tend to be heavy—remember, 
the name derives from pre-World War I battle 
ships. But the Thompson has a lightness that 
is noticeable as soon as I take it out of the 
case. This physical lightness foreshadows the 
instrument’s easy sound production. Some 
dreadnoughts—even really good ones—only 
come to life when you lay into them. The best 
of these are great rhythm guitars and can be 
kickin’ lead instruments when you work them 
hard enough, but they can lose some of their 
magic when you play delicately. 

The Thompson I tested, however, rewards 
the delicate touch. Note the word delicate and 


SPECS 


BODY 14-fret dreadnought; Adirondack 
spruce top with Adirondack spruce 
advanced X-bracing; sinker mahogany 
back and sides; ebony bridge and 
bridge pins; bone compensated saddle 
with 2-1/8" spacing; faux tortoiseshell 
binding; nitrocellulose lacquer finish 


NECK 25.4"-scale mahogany neck with 
single-action adjustable truss rod; 20 
frets; ebony fretboard; 1-11/16" bone 
nut; nickel Waverly tuners; nitrocellulose 
lacquer finish 


OTHER Elixir Phosphor Bronze 
Nanoweb Medium strings (.013-.056); 
Harptone case; left-handed available 


MADE IN USA 


PRICE $6,250 street; $6,945 as 
reviewed 


pktguitars.com 


COURTESY OF LUNA GUITARS 


Luna 
Vineyard 
Koa 

Bevel Folk 


An attractive koa acoustic- 
electric that sounds as good 
as it looks 

BY KATE KOENIG 


una Guitars debuted in 2005, offering a 

line of affordable guitars designed with the 
comfort of female players in mind. The instru- 
ments had a bold and instantly recognizable 
aesthetic, sporting henna designs and motifs 
inspired by mythical symbols such as dragons 
and phoenixes. (Many Luna guitar models are 
distinguished by the application of these 
patterns via laser etching.) 

Based out of Tampa, Florida, Luna now 
offers a full line of well-made instruments— 
acoustic guitars, acoustic and electric basses, 
ukuleles, mandolins, banjos, and even cajons 
and kalimbas—all with very stylish designs that 
belie their relatively low prices. I had the plea- 
sure of trying out the new Vineyard Koa Bevel 
Folk and found it to be an excellent acoustic- 
electric with an impressive tonal palette. 


A KOA BEAUTY 

The Vineyard Koa is based on Luna’s Folk body, 
which splits the difference between a grand 
auditorium and a parlor. It has a spruce top with 
a koa overlay; laminated back and sides, also 
koa; and an Eastern mahogany neck with a rose- 
wood fretboard. Its compact body is enhanced 
by a bevel on the top portion of the lower bout, 
which increases comfort while playing. 

The grain pattern of the koa veneer on the 
top plate is gorgeous, giving an effect that 
makes it feel as though the guitar was taken 
straight out of a forest, and the stunning inlays 
add to the Vineyard’s striking optics. Pearloid 
vines wrap symmetrically around the soundhole 
and weave elegantly up the fretboard—a design 
that was inspired by Italian vineyards, accord- 
ing to Luna. This ornamentation gives the 
instrument an earthy and idyllic visual theme. 
Together, the koa and inlays create a classy, 
modern take on a traditional steel-string. 


A WARM PRESENCE 
As soon as I began playing the Vineyard Koa, I 
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сап Бе found more апа тоге as уои move 
towards the 12th fret on any string. 

When using a pick on acoustic guitar I like to 
play more aggressively than some might think 
necessary; the Vineyard was up to the task when 
digging into some bluegrass riffs, trying out a 
folk-rock solo on one of my own songs, and 
playing the classic riff from Led Zeppelin's “Over 
the Hills and Far Away." 


The Vineyard Koa came set up with comfort- 
ably low action, making it perfect for playing 
barre chords as well as melodies higher up the 
neck. With a 25.5-inch scale length, executing 
broad and compact chord shapes was comfort- 
able and familiar. 

The neck has a slim, C-shaped profile that 
makes it easy to grip and smooth for moving up 
and down. Its gloss finish against your palm 
doesn't hinder that movement, but simply adds to 
the guitar's overall aesthetic. The only drawback 
is that, when moving up the fretboard, the frets 


Its more than just 
well-rounded-iťs bright 
and bold, with a lot of 
presence, but somehow 
in a gentle way. 


feel a tiny bit bumpy, making it so that it takes a 
little extra pressure to slide from shape to shape. 

After trying out such a vibrant instrument, 
I was very pleased to discover that, thanks to 
its Fishman electronics, it sounds just as good 
when plugged in. The fidelity is impressive, 
and along with the standard volume, bass, and 
treble knobs, as well as a phase button, it also 
comes with a handy onboard tuner. I found the 
best setting to be having both the bass and 
treble in the middle, but modifying those set- 
tings still yielded positive results. 


Luna's Vineyard Koa Bevel Fok covers a wide 
range of applications, managing to be both 
bold and bright with glowing overtones. 
Combine that versatility with its distinct look 
and feel, smooth playability, and beautiful 
aesthetic and you've got a great-sounding, 
affordable instrument that will appeal to player 
of all stripes. АС 
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could feel the guitar's power; its sound is 
surprisingly big and resonant. The body 
vibrates in response to your playing, and tones 
emerge from the soundhole as if they are 
echoing throughout a cavern. It's warm and 
vibrant and elicits plentiful overtones. 

The Vineyard Koa has excellent tonal 
range, being especially rich in the high end 
and mids. It responds well to fingerpicking 
but, despite being a small-bodied guitar, is 
not lacking in low end, which is great when 
strumming chords or playing with a pick. It's 
more than just well-rounded—it’s bright and 
bold, with a lot of presence, but somehow in 
a gentle way. 

On one of my go-to fingerpicking pieces, 
“Don’t Think Twice, It’s All Right” (specifically 
Nick Drake’s version of this great Bob Dylan 
tune), the Vineyard Koa responded nicely, with 
distinct tones and balance across all ranges. I 
also tried out an arrangement of J.S. Bach’s 
“Chaconne in D minor” from Partita No. 2 and 
found that not only does the guitar resonate 
beautifully in dropped-D tuning but the piece 
highlights some of the guitar’s hotspots, which 


BODY Folk size; spruce top with koa 
veneer; laminated koa back and sides; 
rosewood bridge; single-ply rosewood 
binding; natural gloss finish 


NECK 25.5"-scale Eastern mahogany 
neck with dual-action truss rod; 20 frets; 
rosewood fretboard with 16" radius; 
pearloid vine inlays; 1-11/16" bone nut; 
chrome tuners; natural gloss finish 


OTHER D'Addario EXP16 coated 
strings (.01 2-053); Fishman Presys II 
electronics; optional soft or tooled 
leather hardshell case ($159) or 
lightweight case ($119) 


MADE IN China 
PRICE $699 street 


lunaguitars.com 
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COURTESY OF VHT 


Acoustic 60 takes care of Job No. 1: ampli- 
fying your sources efficiently and cleanly. 

This makes sense. After all, if it’s character 
and color you're after, there are plenty of great 
acoustic preamp pedals on the market—think 
L.R. Baggs Venue DI, BOSS AD-2 Acoustic 
Preamp, Orange Acoustic Pedal, and many 
more—which are dedicated to that very task. 
The True Acoustic 60 makes a perfect platform 
for that approach. The thing is, when running 
a microphone in addition to your guitar, you're 
going to lose separation and clarity without a 
very solid power section and a speaker array 
competent enough to handle both sources. 

In the case of True Acoustic 60, that 
speaker array is a three-way system, with two 
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VHT True Acoustic 60 


big, bold sound even when you're screaming 
and strumming at the same time. While many 
other 60-watt guitar/mic hybrid amps can get 
crunchy at volumes suited only to medium 
rooms, the True Acoustic 60 displays rela- 
tively little harmonic distortion, even at high- 
volume settings. 


The possible trade-off here is that while the 
True Acoustic 60 maintains the clean integrity 
of both your voice and your acoustic guitar, it 
offers little in the way of coloration. It's not 
the warmest or fuzziest of acoustic amp 
sounds, and there's no handsome woodgrain 
on the side panels, either. Instead, the True 


BY JAMES VOLPE ROTONDI 


t seems that virtually every new acoustic 
I amp these days touts a two-channel design, 
with a 1/4-inch input for guitar and an 
XLR/1/4-inch combo jack for a microphone— 
and often a stereo 1/8-inch plug for line level 
sources as well. The idea is that this type of 
amp can function as an all-in-one solo 
performer package for playing, singing, 
running backing tracks, and/or DJ'ing digital 
tunes during set breaks. 

The new VHT True Acoustic 60 amplifier 
(and its little brother, the True Acoustic 30) 
boasts that very same feature set. But unlike 
the vast majority of similar amps, which tend 
to underperform when amplifying both guitar 
and voice, the True Acoustic 60 maintains its 
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and the True Acoustic 60 definitely speaks to 
that focused approach from an acoustic point 
of view. With a street price of $449.99, it 
compares favorably to coveted small-box 
acoustic amps more than twice its price. And 
given its ability to deliver clean, bold, and loud 
signals for both guitar and voice simultane- 
ously, it even gives the current crop of premium 
personal PAs a run for their money. It's an amp 
that does all the heavy lifting for you, leaving it 
to your discretion to season your tone to taste. 
vhtamp.com АС 
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hearkening back to old-school British ampli- 
fiers of the 1960s. And with both a 1/4-inch 
line out and XLR DI out jack on the rear panel, 
it offers great options for sending your post-EQ 
tone out to front-of-house, allowing you to use 
the amp as a pro-grade monitor and a preamp/ 
tone-shaper for those bigger rooms. 


SOLID SHOWING 

VHT has long had a reputation for no-nonsense 
electric guitar amps that place the emphasis on 
power and clarity over idiosyncratic coloration, 


6.5-inch woofers, and a one-inch soft-dome 
tweeter. I loved the bass response of this 
amp: tight and punchy, but with plenty of 
floor-rumbling subs depending on where you 
dial it in. The high-end detail is likewise on 
point, and while not the most coppery tone 
imaginable, you'll hear every nuance of your 
left- and right-hand technique. (Push down 
the contour button for a cool midrange dip 
with added highs.) 

The top-panel EQ controls for both instru- 
ment and mic are voiced smartly as well: 
a shelving-type bass control at +/- 8dB 
@ 100Hz, a broad-band midrange control at 
+/- 6dB © 800Hz (guitar input only), and a 
shelving-type treble control at +/- 10dB © 
5kHz. These are key EO zones for rolling off 
rumble, sculpting the balance between voice 
and guitar, and smoothing out your high 
mids and top end. And they work. 

Another terrific touch is the onboard 
effects loop. Why doesn't every acoustic amp 
have this feature? Look, while an acoustic 
amp’s clean power handling means that, yes, 


The True Acoustic 60 
takes care of Job 

No. 1: amplifying your 
sources efficiently 
and cleanly. 


you can theoretically place your outboard 
delays and reverb pedals on the front end, 
you're still going to get cleaner, smoother 
results placing them post-preamp. Running 
an Eventide H9 Max pedal into the True 
Acoustic 60’s post-EQ parallel effects loop 
was a revelation; a big, present fundamental 
tone expanded with deliciously clean cine- 
matic time-domain effects. But even if you 
only use the channel-specific onboard digital 
reverb, you’ll find them transparent and 
pleasing, only becoming flinty or harsh at the 
highest settings. 

At 24 pounds, and with a height, width, 
and depth of 15 x 15 x 9.5 inches, the True 
Acoustic 60 is certainly portable—it’s neither 
as heavy and large as some acoustic amps, 
nor as light and compact as others in its 
power class. The black vinyl covering and 
grey grille over a medium-density fiberboard 
cabinet is classic VHT: austere but attractive, 


DON RICHMOND 


“Eliza GILKYSON . 


Eliza Gilkyson 
Songs from the River Wind 
(Howlin’ Dog Records) 


isn’t a note too many nor a note out of place, 
yet close listening (it’s a great headphones 
album) reveals an unpretentious sophistica- 
tion to the arrangements. 

As for the guitars used on the album: 
Gilkyson played a 1965 Gibson J-45, a 1960s 
Kay Swingmaster electric, and a 1940s Regal 
parlor guitar. Richmond’s arsenal included a 
1969 Martin D-28, an early ’70s Dobro-brand 
resophonic, a 1950s Hilo Weissenborn-style 
Hawaiian slide, a custom-made Evergreen 
Mountain Instruments guitar with a five-string 
banjo neck on it, and a modern Republic metal- 
body resonator. (Electrics included a custom 
Paul Millikan, an early ’70s Guild Bluebird, a 
Danelectro baritone electric, an old Harmony 
lap steel, and a Blanton pedal steel.) Obviously, 
a lot of thought was put into it! AG 


harmonica, bass, and fiddle. Guest players 
include Kym Warner on mandolin, Michael 
Hearne on acoustic guitar, John Egenes on 
autoharp, and Warren Hood on fiddle. Despite 
that long list of instruments, all of the arrange- 
ments are supremely tasteful and even spare— 
as if the space in the arrangements mirrors the 
vistas the songs describe. All the parts are 
designed to be in service to the songs, and 
there is barely any soloing, and certainly no 
showing off; just a flash of casual virtuosity 
here and there. Richmond is more interested 
in having instruments complement each other, 
sometimes pairing, say, an acoustic guitar and 
a mandolin in the left channel subtly playing 
off each other and supporting the vocal, while 
in the right channel a more prominent fiddle 
or steel guitar adds stronger colors. There 


Under 
Western 
Skies 


BY BLAIR JACKSON 


ver the course of around two dozen albums 
O spread over the past 40-plus years, the 
always reliable Americana singer-songwriter 
Eliza Gilkyson has never made an album quite 
like Songs from the River Wind. She calls it a 
“love letter to the Old West,” and indeed it’s an 
album full of songs about wild rivers, peaceful 
valleys, sagebrush, wide open spaces, majestic 
hills; the emotional nourishment those places 
provide; and some of the characters you might 
meet there. Gilkyson should know: Many of her 
71 years have been spent in New Mexico and 
Texas (OK, there was an L.A. stint in there, 
too), and of course she has folk and country 
music in her bloodline via her esteemed father, 
folk singer-songwriter Terry Gilkyson (1916- 
1999). From the old black-and-white photos in 
the lyric booklet of the young Gilkyson on 
horseback, posing with calves, and out on a 
trail to the music inside, there is a warm, occa- 
sionally wistful nostalgia that blows through 
the album’s 13 tracks like a gentle wind. 

Three of the tunes are traditional Western 
songs (with some lyric alterations by Gilkyson) 
and they help set the tone for the entire collec- 
tion: “Wanderin’,” “Buffalo Gals Redux,” and 
“Colorado Trail.” Gilkyson’s own tunes, such as 
“Charlie Moore” (about an old Native American 
she befriended as a child), the moving tale of 
lost love “Wind River and You,” and “At the Foot 
of the Mountain” (co-written by her friend John 
Gorka) fit in perfectly with those old tunes, as 
do modern songs like Hugh Prestwood’s 
“Bristlecone Pine” and Heather McRae’s beau- 
tiful but sad “Taosefia Lullaby.” Gilkyson’s 
vocals are the golden threads that tie these 
songs together—masterfully recorded and pro- 
duced by Don Richmond, her lovely voice has 
never sounded so intimate; from her lips to 
our ears, pure and unadulterated. It’s like 
sitting in the room with her. 

Richmond is also the primary musician on 
the album, adding acoustic and atmospheric 
electric guitar (Gilkyson also plays both 
acoustic and electric), accordion, dobro, lap 
steel and pedal steel guitars, mandolin, banjo, 
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Son House 
Forever on My Mind 
(Easy Eye Sound) 


Time reveals changes in blues great's 
approach 


In a recording career that spanned five 
decades, Eddie “Son” House (1902-88) 
never played a song the same way twice. But 
the eight performances here, recorded live at 
Wabash College in November 1964, are so 
different, they force us to rethink everything 
we know we about him. 

On the original six sides recorded for 
Paramount in 1930, and again on the 16 
tracks recorded by Alan Lomax in 1941-42, 
House sings with a frightening intensity, his 
voice shaking with hellfire. (Before turning 
to the blues at 25, he'd been a Baptist 
preacher.) On guitar, his playing was even 
more intense, rattling his National steel with 
rough, raw slide riffs and snapping strings 
hard against the fretboard. 

But on this one night in November 1964, 
House has a surprisingly light touch. The pre- 
cision he'd once had was gone, never to 
return, and riffs that used to shake the 
rafters, like the ones on “Death Letter" and 
“Louise McGhee,” now trail into emptiness 
and despair. Others, such as “Preachin’ 
Blues,” are soft enough to hear House making 
fun of his old self, and on the title track, his 
slow, unspeakable longing is miles away from 
the kind of wailing, dramatic performances 
captured months later on The Legendary Son 
House Father of Folk Blues (Columbia). That’s 
the Son House we knew, and to hear him on 
this one night in Indiana feels like a small 
revelation, capturing a performer so nuanced, 
so intimate, and still so deeply steeped in 
the blues. 

—KB 


Carlos Barbosa-Lima 
and Johannes Tonio Kreusch 
Manisero 
(Zoho) 


Accomplished duo plays with great feeling 


The late New York-based Brazilian Carlos 
Barbosa-Lima, who died at age 77 this past 
February, was rightly considered one of the 
greatest classical guitarists and arrangers of 
the modern era, a virtuoso of the highest 
order, and so versatile. He tackled everything 
from Handel to Cole Porter to the Beatles, and 
regularly played jazz at a high level—but he 
was especially known for the unparalleled 
depth and sensitivity he brought to Latin and 
South American repertoire. 
This latest release in a career spanning some 
70 albums finds him paired him with another 
excellent and versatile guitarist—his occasional 
duo partner, German Johannes Tonio Kreusch— 
on a collection of short pieces from such well- 
known South American and Latin composers as 
Brazilians Heitor Villa-Lobos, Luiz Bonfá, 
António Carlos Jobim, and Pixinguinha; 
Argentinian Alberto Ginastera; and Mexicans 
Agustin Lara and Manuel Ponce. I was not famil- 
iar with Cuban composer/pianist Moisés Simons, 
whose catchy and spry “El Manisero" kicks off the 
proceedings with tremendous flair. On that 
track, and three others, the guitarists are joined 
by Kreusch's piano-playing brother Cornelius, 
and the blend of the three of them is truly 
sublime. Bonfá's “Manhá de Carnaval," “Cielito 
Lindo" by Mexican composer Ouirino Mendoza y 
Cortes, and Ponce's “Estrellita" are the most 
famous numbers here, but they are all worthy 
selections, played with great feeling, fluidity, and 
precision; Barbosa-Lima's Richard Prenkert 
guitar and Kreusch’s Fritz Ober meshing per- 
fectly throughout. It shows a guitarist at the top 
of his game until the very end. 
—BJ 


PLAYLIST 


CHAOS 


[HIS BEAUTIFUI 


Trevor Gordon Hall 
This Beautiful Chaos 
(Self-released) 


Expressive instrumentals from a variety 
of guitars 


After finishing the hyper-driven atmospherics 
of 2021's The Other World on Our Planet, Trevor 
Gordon Hall turned back toward home, writing 
these ten guitar instrumentals in the wee hours 
of the morning, taking care not to wake his 
wife and daughter. 

Using six guitars—a nylon-string cross- 
over, a baritone, a Portuguese viola amaran- 
tina, a pair of steel-string acoustics, and an 
electric guitar—Hall switches between solo 
recording and multitracking, shifting to a dif- 
ferent tuning for each piece. He starts with 
“Chase the Chills,” a soaring, expansive solo 
on Furch baritone (tuned C F Bb Eb G O) that 
strikes a warm, hopeful balance without ever 
reaching a resolution, its final notes gradually 
fading into silence. He ends on “At Peace with 
the Struggle,” a double-tracked duet that 
layers high, arching lines from a Gibson Les 
Paul on top of a low, steadying pattern pick 
on the Schwartz acoustic (C F D E C D). 

In between, there's the quadruple-tracked 
“Saudade," where the nylon strings of the 
crossover dance above the ringing double 
courses of the viola amarantina, the guiet 
chording of the Haney 00, and the lilting base- 
line of the baritone. The centerpiece is “A 
Daddy and His Daughter,” where the baritone 
(C F Aš Di G C) moves like a child learning to 
walk, tracing a melody that starts, stutters, 
stops, starts again, and ultimately reaches a 
patient, reassuring resting place. It's the 
sweetest of these tunes, enveloped in a ringing 
warmth; a poignant reminder of finding joy in 
the chaotic comforts of home. 

—kKenny Berkowitz 
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Woody Guthrie: 
Songs and Art, 
Words and Wisdom 
By Nora Guthrie 
and Robert Santelli 
(Chronicle Books) 


(woody Guthrie 
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VOICE or tHe PEOPLE 


Woody Guthrie in 
(mostly) his own words 


A spectacular portrait of American folk’s greatest minstrel 


ten percent consists of illuminating and thought- 
ful pieces about him and his impact from the 
authors, son Arlo Guthrie, and such disparate 
contemporary voices as Rosanne Cash, Chuck D, 
Ani DiFranco, historian Douglas Brinkley, and 
actor Jeff Daniels. There is much about his life 
and struggles as a working and touring musician 
and also much about his family life and its many 
ups and downs—in one heartbreaking letter he 
describes the excruciating pain of losing his four- 
year-old daughter in an apartment fire in 1947. 
And then there are his writings on the larger 
world—politics, unions, civil rights, and his 
thoughts on such musicians as Lead Belly, Sonny 
Terry, and others. 

It’s the kind of book you'll want to return 
to again and again because there’s seemingly 
always another song or poem to unravel, an 
ink rendering you might have missed first time 
through, bits of minutia that reveal more 
about this remarkable figure. Open it to any 
two-page spread and you'll likely find some- 
thing illuminating. In the end it really is a 
warts-and-all self-portrait, in which Guthrie’s 
shortcomings and foibles are on full display 
(and in his own hand), but what a remarkable 
thinker, poet, songwriter, and humanist—a 
plain-spoken everyman who was also one-of-a- 
kind exceptional. AG 
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BY BLAIR JACKSON 


“A n uncle of mine taught me to play the 
guitar and I got to going out a couple of 
nights a week to the cow ranches around to play 
for square dances. I made up new words to old 
tunes and sung them everywhere I'd go. . . With 
a song, you sing it out, and it soaks in people's 
ears and they all jump up and down and sing it 
with you, and then when you guit singing it, it's 
gone, and you get a job singing it again. On top 
of that you can sing out what you think." 

That's one quote from Woody Guthrie's writ- 
ings about his entry into the music world from 
the spectacular 340-page coffee table book pub- 
lished in the fall of 2021 called Woody Guthrie: 
Songs and Art, Words and Wisdom, compiled by 
Guthrie's daughter Nora with the support of 
eminent music historian Robert Santelli, largely 
culled from the Woody Guthrie Archive in 
Tulsa, Oklahoma. 

The book is a delightful visual feast, featur- 
ing scads of rare vintage photos, copious exam- 
ples of Guthrie's own drawings and sketches, 
excerpts from diaries and day planners, dozens 
of reproductions of typed and handwritten 
letters, lyrics, and poems that let us into his life 
and his mind in ways that neither his own fasci- 
nating autobiography, Bound for Glory, nor con- 
ventional posthumous biographies did. Though 
it feels about 90 percent Guthrie, the remaining 


Woody Harris 
Bluish and Edgework 
(Tompkins Square) 


Folk, jazz, and classical meet in return to 
recording 


Following the death of Mike Bloomfield, two 
years after releasing Bloomfield/Harris (1979), 
Woody Harris returned to classical music full- 
time, completing degrees in composition and 
musicology and taking a job editing piano scores 
by Claude Debussy, César Franck, and Maurice 
Ravel. Now, with the EPs Bluish and Edgework, 
he's released his first new music in 42 years, and 
iťs a lifetime away from the folk albums he 
recorded in his twenties. 

Of the two, the five-song Edgework feels fur- 
thest from American Guitar Solos, the 1976 
debut that landed Harris in the first generation 
of American Primitives. It's much less linear, and 
as part of his attempt to reduce “musical lan- 
guage to bare essentials," there's little sustained 
melody, harmony, or rhythm. Pieces like “The 
Drop" and “Nearly Burned," barely longer than 
three minutes each, exist primarily as abstrac- 
tions, as etudes to explore the movement of 
notes that rise and fall, smartly punctuated by 
skeletal chords. 

That makes the six-song Bluish sound 
positively colorful, full of tension and release, 
and grounded in the more familiar comforts 
of French Impressionism and American jazz. 
The influences on both EPs—Debussy, for 
sure, along with Bill Evans—are the same, 
but the emotional content on tracks like 
“Driftin’ on By" and “Rock Friday" make 
Bluish feel like a different world, caught in a 
twilight of sadness and regret. It's here that 
Harris’ playing is at its fullest and most 
dynamic; a perfect meeting place of folk, 
jazz, and classical. 

—KB 


NICK DAVIS 


2022 
Cowardin 
000 


BY GREG OLWELL 


arry Lawson was a twentysomething in 
B graduate school for computer science when 
he struck up a friendship with a fortysomething 
computer programming teacher, Jack Cowardin. 
The latter moonlighted as an instrument 
repairer and builder, and the academic side of 
the relationship grew into a musical friendship 
based on their shared love of guitars, mando- 
lins, and bluegrass. 

As often happens among guitar-playing 
buddies, Cowardin began working on Lawson's 
instruments and serving as a kind of advisor 
and foil. Eventually, Cowardin set up shop as 
Restoration Music, in Richmond, Virginia, to focus 
on building and repairing stringed instruments, 
while Lawson continued his career in academics. 

Not long ago, the younger player commis- 
sioned Cowardin to build an instrument to com- 
plement his 1938 Martin 000-18. From the 
luthier's stash, they picked out a piece of red 
spruce for the top and beautifully figured Brazil- 
ian rosewood for the back and sides. Lawson 
wanted an understated 000, so he settled on a 
Style 21, which traditionally represented Martin's 
least expensive rosewood models, instead of the 
more common Style 28 models. 

Following the long history of luthiers leaving 
little messages inside instruments they've built or 
repaired, Lawson asked Cowardin to leave a special 


message inside. And as a surprise, Cowardin left a ^ 
nod to a non-traditional song they played together ` : TN 
in a string band. He inked the first two lines of the j à 
Bee Gees’ “Stayin’ Alive,” along with a personal 
note, “For my great musical pal, Barry Lawson," 
signed and dated by the maker. 

“For me, this build is about our 25-year 
friendship—playing in bands together, going to 
festivals, seeing him through a divorce, me 
through the loss of my father—not about the 
actual guitar itself," says Lawson. "There are so 
many personal elements in this guitar... PI 
cherish it no matter how it sounds." АС 
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HAVE ARRIVED. 


Introducing All-New Modern Deluxe Models. 


Martin has added seven new models to their popular Modern Deluxe Series, giving you 

more body sizes and styles to choose from. If you're looking for a guitar with state-of- 

the-art features, modern playability, and that coveted vintage Martin tone, the Modern 

Deluxe Series is for you. Find yours today at bit.ly/martinmoderndeluxe. EST. 1833 


